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INTRODUCTION 

• This text is a combination harmony/theory/ voicing iext with emphasis placed on “voice-leading/’ Harmonic motion 
and understanding are key elements for “comping’ 7 in today’s jazz and pop idioms. Through knowledge and 
listening, students will discover and compose new voicings and sounds. 

• Many guitarists have a unique physical/visual approach to harmony, due to the nature of this complicated instrument 
and the lack of traditional music training. The material in this book will be common musical knowledge that can be 
shared by all musicians. It will not be another guitaristic approach to harmony for guitar players only. It is hoped 
that this text will give an approach and begin a process that will continue far beyond its pages. 

This text s primary focus will be that of presenting and examining tour-note voicings on the middle four strings 
(2, 3, 4, 5) of the guitar. By eliminating the top and bottom strings ( 1 and 6). the voicings produced are in a relatively 
“safe” range for comping, conflicting less with bass lines and melodies (or solos). The initial approach to voicing 
consti uction will use what is referred to as drop 2 type voicings, and will include tension additions and enharmonic 
choidal substitutions. The top note of each drop 2 type voicing will be notated and conseuuentlv always appear on 
Lfm ^nd string, eliminating the need foi position maikings./Students will oecome aware of the top note of each chord 
voicing, whether it be a chord tone or a tension, and the different linear or voice-leading possibilities the 2nd s trine 
produces over various chord changes. This indirectly helps in a student’s eventual involvement with chord melodies 
and chord soloing as well. In later sections, the remaining strings will receive the same voice- leading considerations 
as the top string. Students will learn to recognize each note’s relation to the chord (vertical) as well as each note's 
linear motion to the next chord (horizontal). 

Students are encouraged to transpose all applicable information presented on the middle four strings to the top four 
strings and, to a lesser extent, the bottom four strings. Consider further that each four-note voicing has four three- 
note voicings within it: 

Using a C7 chord: 



I\ote that the last two voicings contain the same width (or two outside notes) as the original four-note voicing. 

Most guitar students will find three- and four-note voicings to be the most appropriate in jazz/pop “comping” 
situations. 

The “width” of any voicing is determined by physical or fingering limitations. By assuming five frets as our physical 
limitation, the following interval widths are made available between the 2nd and 5th strings: 
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The octave (8) and |?9th intervals can he temporarily removed since voicings containing these intervals will be 
initially avoided. They will reappear in later chapters where their unique sound is more appropriate. This leaves 
somewhat of a leap in width from the 7th intervals to the remaining intervals, producing potential voice-leading 
problems. For this reason, and again with some isolated exceptions, voicing containing the outside width of a 7th 
interval will generally be avoided. Conveniently, drop 2 type voicings utilize the remaining interval widths: (9), 
(tdO), (10), (11), ($11). This text will also explore some substitute chords that are not drop 2 type voicings, but 
continue to utilize these widths, allowing them to voice-lead smoothly with the traditional drop 2 type voicings. In 
an attempt to be thorough and include most every conceivable voicing within this established framework, some 
physically difficult and/or “strange sounding" voicings will occasionally appear. More desirable substitute voicings 
can be used in these cases and most certainly should if it is felt certain isolated voicings "ruin" an otherwise pleasant 
sounding exercise or song. 


Alterations and tension additions on the basic four-part chords (7th and 6th chords) sometimes produce upper- 
structure triads or hybrid chords . When this occurs, they will be listed as such. Upper- structure triads and hybrid 
cnords will be more specifically dealt with in the later chapter entitled Triad over Bass Voicings. 


As tensions are added to the basic four-part chords, the enharmonic chordal substitution possibilities increase 
dramatically. The enharmonic substitution possibilities of each chord will be listed as they are exposed by tension 
additions. Students will become proficient at enharmonicallv realizing a group of notes (a chord voicing; in more 
ways than one. Example; 


C6 - A- 7 = Fmaj.9 (no root! = D9sus4tno root) = B?mai7 (13/$1 1/9) tno root) = etc. 


The majority of voicing examples presented in this text will contain very little rhythmic variation and it is highly 
recommended that some of those ideas suggested in the Rhythm chapter toward the end of this book be applied 
toward musical examples contained in each chapter. The Conclusion chapter contains additional information on 
different string combinations and voicing sizes that can also be applied to existing musical examples througnout the 
book. Coordinating information between these two chapters and the rest of this book will ultimately enhance its 
content. 


Chapter 1. 

Drop 2 Type Voicings 

By dropping the second note from the top of a four-way close voicing down an octave, a larser sound ins voicing 
(referred to as “drop 2") is produced. These drop 2 voicings in turn produce a chord physically more accessible on 
the guitar than some of I te original four-way dose voicings. 

This book will explore all four inversions of the drop 2 type voicings and their placement on the middle four strings 
of the guitar (2, 3. 4 , 5). 

Cmaj7 = C E G B 
R 3 5 7 


Four-way close * 


Drop 2 





Drop 2 type voicings 
arranged by inversions: 



The following maj7th chord forms are produced by the above voicings on the middie four strings of the guitar: 

(strings vertical/frets horizontal) 


Drop 2 


R Inv. 


1st Inv, 



2nd Inv. 


3rd Inv . 




*The above forms can be transposed or moved to different keys. 

We now have four inversions of a Cmaj7 chord on the middle four strings of the guitar. 

S 


L 


At this point, it should be mentioned that a[>9th interval is generally considered an avoid interval in traditional “Jazz 
- Pop” harmony. This book will initially continue that approach, with the dom7([>9) chord being the only exception. 
Thus, the \> 9th interval contained in the 3rd inversion of the Cmaj7 chord ( between B and C) will negate use of that 
inversion as a maj7 type chord. Similarly, the 3rd inversions of Cmaj74, Cmaj7|5, and C-maj7 will be avoided. 
Voicinss containing 1?9th intervals will be presented later, especially in those chapters exploring triad-over-bass 
structures where the 3rd inversion of Cmaj7 will be available as a C triad over a B bass; C/B. 


Assignment; Construct all four inversions for each four -part chord listed. All of these chords can be 


perceived as 

“altered” maj7th chords 




Cmaj7 

(1 3 5 7) 

C-6 (43 5 61 

C7sus4 

(14 5 4) 

Cmaj7t>5 

(I 3 So 7) 

C6 (1 3 5 6) 

C°7 

(i 4447) 

Cmaj7$5 

(1 3 |5 7) 

C7 (13 5 4) 

C°maj7* 

(i 4 47) 

C-7 

(1 t>3 5 4) 

C7|5 (13 #5 4) 

C-maj7 

(1 4 5 7) 

C-7[>5 

(1 444) 

C74 (13 44) 



C-7#5 

(1 4 44) 





Follow these three approaches in preparing the inversions of tne four-part chords: 

1 ) Prepare all 15 listed chords on the root inversion only in the key of D. Next, prepare chords on the 
1 st inversion only in the key of C. Next, prepare chords on the 2nd inversion in the key of Bk Finally, 
prepare chords on the 3rd inversion in the key of G. Include inversions containing the 1 9th interval for 
purposes of this exercise. 

2) In the key of F, prepare all four inversions on one chord type, then move to the next chord type. 
Continue until all 15 types are completed. 

3) With an established tempo, prepare the following symmetrical chord progression using one chord type 
for all four chords and inversions. Continue through the entire list of the 15 chord types, following the 
given chordal/inversion pattern. Note that this exercise is “voice-led." 


1 st Inv . 
Cmaj7 


2nd Inv. 
Amaj7 


3rd Inv. 
Cbir.iC 


R Inv. 
Ei>maj7 


Mixing different chord types while going through the different inversions and chords might make an 
interesting additional exercise. 

*C°{maj7) ( 1 4 4 7 ) and its available tensions will be examined more thoroughly in the Tension 
Additions on Diminished Chords chapter. 
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In contemporary music, upper-structure triads and fourth 
inversions contain such voicings and should be noted: 


voicings play a major role. The following chordal 


1) Fourths: The ro ot inversion of the maj7l5 and the 2nd inversion of the dom7sus4 
voicings used. " ' 


are the most common fourth 


2) Upper-structure mads: 

Root Inv. Cmaj7j}5 - E/C 
3rd Inv. C-7#5 = 

Root Inv. C J maj7 = B/C 


Additional upper-structure triads will be revealed in later chapters 


The examples using drop 2 type voicings throughout this text will indicate such voicings by notating onlv the top 

note or voice on the 2nd string, eliminating the need for position markings. This lead note will directly indicate the 
inversion of the drop 2 voicing introduced: 


Third of chord notated (top voice) = root inversion 
Fifth of chord notated ~ first inversion 


Seventh/Sixth of chord notated - second inversion 
Root of chord notated = third inversion 


Example: C7 


(3rd) 

(5th) 

.(7th) 

bn. 

1 J| 

(Root) 

=#= 

f" 

- II =71 



Root Inv. 

dl 

1st Inv. 

3 

2nd Inv. 

a ~4 

3rd Inv. 


The following chord progression examples consist of only 7th and 6th drop 2 type chords. These drop 2 chord 

progressions are actually substitutions for more oasic chord progressions listed directly below each voicing in 
parentneses. & 

After preparing each example, students should record and play back the roots of the basic chord progression in 
cS nm^e« hl 6 T h § vf ™ p]e ' This Wllj allow students to “hear” the example in relation to the basic 
SSX^ chS Wnte ° r reail7e thC tCnS10nS Pr ° duced 0n the basic chord progression by the 


Example: A7sus4 

r o 

G-7 ? 5 

bn 

Fmaj7 

-e- 

Bmai7b5 

E7sus4 

be- 

— 1 El 

(basic chord progression) =* {Cl 

(tensions) ^ C6(9) 

(A7) 

1 

A7#5(b9) 

(D-7) 

D-7(9) 

(G7) 

G7H5{ft9) 

(C) 

Cmaj 7(6/9) 
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C 


TTJ 


#1) The following example makes use of only four different 7th chords: maj7l>5, maj7|5, min7!?5, and dom7sus4. 

. - These chord types will prove quite useful due to their versatile enharmonic substitution possibilities throughout 

this text. 


S'jp ' 


■ 

■J " 


■/. 'C 


- Tv-J -• 


i 


D7sus4 Bbmaj7#5 C7sus4 F-7b5 

■s- ^ 


C7sus4 Dcmaj7}i5 G7sus4 Dmaj7b5 

® &■ — -r-o -fes 


9) 


(Bb ) 


(D7) 

fT b ■ 
T • 


(G-7) 


(G7) 




CC-7) 


(F7) 


(Bb) 


(Bb 7> 


Ebmai7b5 Gbmai7b5 


Abmaj7b5 Bmaj7b5 


G?maj7#5 Amaj7+lo 


D7 sus4 



#2) The following two examples are minor chord progressions. 


a) 


Dmaj7 F-6 


Cmaj7b5 E7b5 


Fmaj7b5 Bb7 


■7! f s 

7 


Cmaj7 Dt>mai7b5 


— 

— \ 

fS> 

(5? 

— 1 

— - -4 

Hf 2 - 

as 


J (B-7) ^ 

a 


Am)' - 

L_ ; 

(F#7f' & 

4 

(B-7b5) !t (EJ)^^ 

H — 

(Am)1 

(A7) 


5 ^ v"? 1 J S'- 


Fmaj7 


Eb+7 ^/V '] A7sus4 B7t>5 


D-maj7 E+7 


Cmaj7}15 


ft ^ 

& J J2 





1 





J 


i 

l 

J 

<2 L_U - 

! 

J 


(D-7) 




(B-7b5)"' (E7)C 


(Am)^-| 
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b) E+7 Cmaj7b5 Fmaj7b5 At>maj7b5 Ab+7 Cmaj7b5 

— — — , ^ — - — s — Jl 


D-6 


2Z 




(Am)'" } 


(B-7b5) (E7) 


(Am) 


■'In'? 


(B-7b5) 


Bb7b5 

P « ~ 

(E7) 


Abmai7b5 F-mai7 Cmai7b5 Fmai7bf> Abmai7bR R[,7 rt mQ i 7 kR 



(ET) V, ■ £ (Am)l (B-7b5) >' (E7)^ x a (Am)- 

■ f- 


#3) This next example uses the min7(j+5) chord in severs’ different functions and ends with a constant structure 
"—example. 



D-7 #6 F *+ 7 C6 F-maj7 E-7if5 07 A-7#5 G-7^5 Fft-7g5 



#4) The following example uses the dom/p chord in several different functions. Also, note the two different 
dominant functions of the maj7|5 chord. 
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#5) In the following progression, the min7jb and aom7sus4 chords again receive multiple functions. Ihe dom. 
chords at the end of this example receive four different dominant functions in symmetrical minor thirds. 



G7sus4 D7sus4 

-£ g = 


Db7b5 Eb7i>5 


I 


G-7#5 

& — 


G-7£5 
£2 


T>7 


G+7 




(Bb) 






(A7) 


it 


G-7#5 Ebmaj7 G+7 C-maj7 


D7 


jS. 


(A?maj7) 

F7 

1? 


Ab7 


v-&- 


(G7) 

B7 


D7sus4 


(F7) 


(F7) 


(Bb) 


CC-7) (C-mai7) 

The following two exercises complete the examination of various 7th and 6th chords and their multiple functions. 
Most of these chords will reappear under their relative tension chapters. As an example: 

Cmaj7p5 = A-6 (9) - Al>7<#9 fp) = D703/9) = F|f-7t5(l 1) 

In each appropriate chapter they wall receive a chord progression example utilizing their new functions. A list 
of all the substitutions for any one 7th or 6th chord can be found in the Enharmonic Chordal Substitutions 
chapter. 

#6aj Dmaj7 D-7b5 E-7 F#7 Dmaj7 B7sus4 Cmaj7 Eb-6 

* ^ zrfe ^ I f j iW 


I 


m 


(Dmaj7) (F-6) (E-7; (F#7) 

E7 sus4 E-7 G-7b5 G=7 

: * P 


(Bm) 

B-7 D6 


(A-7) (D7) 

Dmaj7b5 Abmaj7?5 


(G) 


(A7 : 


(D) 


Gmai7 E7sus4 E?+7 Dh 7b 5 Ff-7^5 EtJmaj7£5 E+7 


IE 7) 
A7 


i 


£ 


±Z 


JZ 


!tu. 


& 

z ~ 


A6 

& 




(E-7' 


(A7) 


b) F7sus4 Eb-: 

A I _ UGL- 


D- 


(D) 

(B7) 

(E7) 

(A7) (D) 

—7b5 

Ebmaj^ 

Gb-6 

G7sus4 Al>7 

\h& 

^ 

Va. 

rP =1 


CC-7) 

(F7) 

(Bb) 

CG7) 

“ — -r 

(C-7) 

CF7) 

(Bb } (D7) 

Bbmaj? 

C-7bo 

Abmaj7bo 

F-7b5 

Gumaj7b5 

Amaj7b5 

D7sus4 

f\ ins- 

Jn2 

P+J2 

'\ys- 

Q-p. 




nm , ~= 1 '■ = 

: r 

‘ (G-7) 

(Ab 7 ) 

(D-7b5) 

CG7) 

CC-7b5j; 

(F7) 


(Bb ) 


13 




r 1 1 ; 

. \ . . . ' ! ’ ■ 

Chapter 2. ~ •/' 

Voice-Leading 

o 

Voice-leading is a simple concept intended to make chords move smoothly from one to another. By allowing the 
top note (2nd string) of different chords to move step-wise through those chords, a smooth sound is achieved over 
the entire chord progression. 

There are three basic choices when voice-leading from one chord to the next: 

1 ) move up a step 

2) move down a step 

3) stay on same note 

If there is a leap of a third or more, try to resolve the leap by using one of the notes that was skipped over in the 
following chord: 



Cmaj7 
~ u 


A7 

_c_ 


D-7 

o— 


An exception to this rule is wnen two or more voicings appear on the same chord (often different inversions). In this 
case, leaping is acceptable and sometimes desirable, since the harmony is stagnant. In contrast, voice-leading is mo ■ 
desirable when chords change. 


The above example could also be viewed as indirect voice-leading, (often melodically referred to as “ inch 
resolution”), since the “E” note does resolve step-wise to the “F” note with the “G” note temporarily delaying the 
resolution. Indirect voice-leading could be extended by two or more voices, but does begin to compromise smooth 
voice-leading over chord changes. In the following example, the “E” note still resolves step-wise to the “F” note 
although delayed by two voices: 


$ 


Cmaj7 


XI 


A7 

a 


D-7 


G7 


By altering chord tones or adding tensions, many different line patterns can be produced while voice-leading through 
a single chord progression. The following chord progression receives a variety of voice-leading ideas ranging from 
more traditional concepts (step-wise, chromatic, and common (ones) to several line patterns that actually break basic 
voice-leading concepts while still offering an acceptable comping idea through ''predictable” patterns. 

Prepare the following lines using any voicing that will accommodate the lead note. In some cases, drop 2 type 
voicings are not appropriate and a more conventional voicing placing the root in the bass might be more desirable. 
Be sure to realize what tension the iead note produces on the original chord. While all lines are intended for 
preparation on the 2nd string only, the example “Leaps” can be prepared on both the 1st and 2nd strings, allowing 
for less physical jumping. This broken line example serves as a good indication of when different string sets are 
probably more appropriate. After preparing these lines, students should compose their own lines to the given chord 
progression. 
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Cmaj7 A7 D^7 G7 E-7b5 A7 Abmaj7 Db7 


Chard Tones 


Common Tones 


Chromatic 


Whole Tone 


Diminished 


Leaps 


Chromatic 


Patterns 


Chromatic 
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Chromatic lines and sustained notes (common tones) are considered the strongest approaches to voice-leading. 
Although the majority of examples given in this text will be voice-led throughout the entire example, a more realistic 
approach would be to voice-lead by phrases (two bars, four bars, or eight bars), sometimes breaking voice-leading 
at the end of each phrase 10 start a new phrase or. as suggested in the Rhythm chapter, omitting chords or resting 
between phrases. Through this process students will begin to hear a group of voicing s (or phrase ) as one sound, much 
like one voicing or chord is heard. In fact, voicings that are “weak'" sounding, incomplete, or contain “wrong” notes 
(voicings that will appear in later chapters) might be found within a strong voice-led phrase and function as an 
integral part of that phrase. While many of these weak voicings could only be used in a voice-icd passage and would 
not stand well on their own. there are “strong” and “beautiful” sounding voicings that can be used with little regard 
for voice-leading. A combination of this vertical (single voicing) and horizontal (phrase) approach to harmony will 
enable students to create many different sounds and ultimately reproduce what they “hear.” 

The following example voices-leads in two and four bar phrases, A descending chromatic line is established in the 
first two-bar phrase while a common leading tone is used in the second two-bar phrase, and the example finishes 
with an ascending chromatic line in the last four bars. Note the descending triads (top three voices) in the first two 
bars; F E E|? D (with 5th string added); F/G E/F Et>/F D/El 


A-7? 5 jj'0(maj7) G-7^ majT' 1 Q7 Sib 4 go 7 Q7sis4 pyjtS 


ft -fr 


Q. __ 





i£- ' 




— “■ 


'r~ — 

& 

iCq) ' 




•-!' - 


| . Ha 



(BFi 

(G7) 

(C-7) (F7) 


CD -7) 

(G7) 

(C-7) 

CF7) 

F 

t 

- i 

£1 

1 - 

Dmaj7 tID E 



pmai? All 3 

d k 

B?maj7 

k?' 

Bmaj? 35 

M 

C 

; ? J5 
\>Q- 

B7 

h a 

p ySUs4 

1 y 


! ! 

~~ — n “ — 1 



g — — ; = 

1 1 1 ~ 1 

1 (CD 

1 

- — - — ! — 



^(F-7) (BIT) (E» (W (G~7) (C-7) (F7) (iS 


The omission of selected chords will only enhance the identity of individual phrases produced by the remaining 
chords. The following displays the above example with certain chords removed, helping to better define the remaining 
phrases. Rhythmic variety in the form of eight-note anticipations or delays has been added to enhance the exercise. 
A bass line stating the original progression (above in parenthesis) should accompany this exercise as well. 


y if 5 p 0 ( majT) q _ yi 5 g { majT} q ysus4 p yiS 5 





. j' j — -u y ' /X i: t 7 — 

(fl) * — f ^ 

f r t 

v- "" • ^ i 

* 1 

F-7 Dmaj7 p " Elm a 

1 r 

1 i i 

j7 Ac>13 

V \ 1 i 

G-7# 2 3 * 5 B7 D7 stK4 

/ - ■ 


-- — = — - i 

1 Z. A S' ; s' S 

J M ’ -■ 

y 7 “ 7~- 7 — 1 £ 

i rm in-- 1 — 

C i C 1 . — IV 

' f 

^ T / — — 7^-ri v 1 



1 - i , -1— ! 11 i 


With the addition of space and rhythmic activity, this example probably better represents what occurs in a "real" 
performance situation. A similar approach to each of the notated examples throughout this text is strongly 
recommended and the following three-step procedure could be applied: 

1) Prepare examples (slowly) as written, proceeding smoothly while attempting to perform in a 
“legato” fashion. 

2) Add rhythmic variety (predominantly eight-note anticipations and delays) while performing ah 
voicings. A mix of long and short rhythmic attacks should be attempted. 

3) Introduce space by omitting selected chord voicings while continuing to be rhythmically active. 

Students should continue the process established in this chapter and compose a variety of lines over different chord 

progressions and songs. As we progress further, these original lines can be harmonized by the new void mis introduced. 
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Chapter 3. 

Voicing Considerations 

There are various considerations involved in determining a voicing’ s strength or weakness in a given situation. 
Obviously, a “good sound” is a primary consideration, and several factors can be isolated that contribute to this. 
Substitution possibilities and voice-leading are very important considerations in a voicing’ s worth and will be 
discussed further in later chapters. 

We have already discussed the avoidance of \> 9th intervals and will continue to avoid use of voicings containing this 
interval. Whenever a chord contains two notes a half- step from each other, one of the inversions will form a t?9th 
interval. There are eight different available half-steps with the potential of producing an inversion containing a b 9th 
interval: 


(R - 1,9) 

- 

dom7([>9) 

<9 43) 

- 

min7 (9) 

(|9 - 3 ) 

- 

aom7(|9) 

(11 - b5) 

- 

min7b5(ll) 

(111 -5) 

- 

maj7(|| 11)7 dom7(f 11) 

(5 4 13) 

- 

dom7(t> 13) 

(13 47) 

- 

dom7(13) 

(7 - R) 

- 

mai? / maj?b5 /maj7f 5 / min. mai7 / etc 


There remain two important considerations while constructing different voicings: 

1) low interval limits (LIL). 

2) physical difficulty in fingerings. 

Low interval limits refers to the lowest possible placement of a chord tone or tension in a voicing. Below this limit, 
the original chord sound begins to deteriorate and lose its primary function. LIL will apply to chord tones and tensions 
on the 5 th string. A “bright” tone and/or a light gauge string will accommodate lower placement of tensions and chord 
tones, while a “dark” tone and/or heavy gauge string will not accept lower placements quite as well. 

The following chart will determine generally how low a tension or chord tone can appear on the 5th string. 


R 

l>9 

9 

9 

3 

3 

4 [11] 
k5 [fll] 

5 

P [[,13] 

6 [13] 

1,7 

7 


unlimited 

Eb 

F (avoid tension 9 on 5th string) 

AVOID: produces i?9th interval with major 3rd 
C 

c 

D 

C 

unlimited 

C 

D 

C 

E 
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These limits are slightly lower than those determined by the Berklee College of Music Arranging Department. It is 
the student's responsibility to know what chord tone or tension is in the bass (5th string) on each voicing and how 
low that voicing can he safely used. In the Approach Voicings chapter later in this text, concepts will be introduced 
that allow violation of Low Interval Limits on the weak harmonic rhythm of a given chord or measure. 

The physical difficulties involved in fingering different voicings is perhaps the largest and most diverse consider- 
ation in chord choice for most guitarists. There are basically four factors in determining the difficulty of fingering 
any chord or chords: 

1 ) range 

2) fingerings before and after a given chord 

3 ) tempo 

4} individual abilities 

1) Range: Some voicings that are difficult on the lower, wider frets become easier as they are moved up the 

fretboard to the higher, thinner frets. 

2) Fingerings: Fingerings of chords immediately before and after a given chord will affect the difficulty of fingering 

that chord. A difficult fingering can lead to a similar fingered chord, requiring little finger change and 
consequent physical ease of the passage. Some chords have several different ways of fingering them, 
while others have only one possible fingering, L'se the fingering that best prepares the next chord 
fingering. Example: 


D-7 

G7 

Cmaj7 


3X1 

— lQ 

n 

1 n H 

/k lit 

30- — 


^9 111 = 

suj 

£— e U 


3) Tempo: Tempo is perhaps the single most important consideration in chord choice. A ballad might 

accommodate the time to prepare difficult fingerings of chords that could not be attempted at a quicker 
lempo. 

4) Individual: Each student’s personal technical abilities will determine what is considered a “difficult fingering. ’’ 

Students are reminded that difficult-fingered voicings might become easier when applied to the top 
four strings (1 2 3 4 1 or when a non-essential note is removed to produce a 3-note voicing and 
subsequently easier fingering. 

As we move into the tension addition sections, we see some voicings becoming physically easier as tensions are 
added. 


IS 


Chapter 4, 

Chord Symbol Notation 

Before examining tension additions to the basic four-part structures, I would like to discuss some of the approaches 
and difficulties involved in chord symbol notation. 1 must start by first stating that it is not my intent to re-orsanize 
or establish a new system of chord symbol notation. To the contrary, I would rather have avoided the need for this 
section altogether, but my attempt to complete a comprehensive volume of voicings and substitutions, and feedback 
I received from many of my colleagues, suggested I should address this topic at some level. Please keep in mind that 
the primary focus of this text is not that of chord symbol notation but that of discovering various four-note voicings 
and their enharmonic uses as different chords and substitutions, while examining different voice-leading possibili- 
ties between those voicings. 

\ ✓ 

The initial approach to the discovery of new voicings in this text is based on the addition of different tension 
combinations to the basic iour-part structures (7th and 6th chords). This is also where I received the most diverse 
and controversial responses from my colleagues. Opinions ranged from those favoring little or no tension addition 
to me basic structure (allowing more freedom of interpretation) to those who felt that tensions should dictate specific 
scales as well as describe their vertical placement in a voicing. The most notable and surprising differences appeared 
to center around me enharmonic interpretations of tensions j±l 1 and 1- 1 3 and their melodic or harmonic implications 
A majority of responses supported the assumption that tensions if 3 and/or fll 1 would include or imply a natural 5 th 
in the same dominant type voicing. Although the natural 5th could accompany one or the other tension! both tensions 
with a natural 5 th would produce consecutive half-steps: 


#11 — 5 - |,13 

I — j/2 1 I — 1/2 1 


While this is a melodic possibility, it has limited, if not problematic, harmonic value. When posed withadom7{|>13/ 
1 1 1 ) chord, responses were confusing at best. My reaction and recommendation is to avoid this particular tension 
combination on a dominant chord. If the same notes are desired with no natural 5th. the following symbols would 
suffice: ~ ' 


dom7|5(|| 11)/ dom7t>5(k3) / dom7(#5/|>5) / dom7(alt5)/ dom7#5(l>5) /dom?t5(#5j / etc 


It toe natural 5th is desired in the voicing, dom7(|,13/f 11) would suffice for those who responded that Jj II and ^3 
imply natural 5 (do you guys really want this chord?). For those who would not assume tne natural 5th was implied 
it would have to be included in the chord symbol: dom7([>13/# 1 1) add 5. Yikes! At this point, 1 personally would 
prefer that the desired voicing be notated on a staff. Even if 1 could not read music. I’d probably produce the voicing 

quicker off the staff than from the above chord symbol. 


This segues well to another issue and personal recommendation 1 have. I think that tension additions are appropriate 
wnen used as suggestions to desired ‘"colors” or sounds on basic structures or to describe melodic effects on different 
v^icmgs. On the other hand, 1 believe that symbols that are made more complicated or confusing by attempting to 
communicate vertical placement of tensions or by their dictation of specific scales should be avoided At this point 
toe voicing would be served better by notation on a staff. 


19 






Although this book will possess many complicated symbols, they are used as descriptions of specific staff notated 
voicings and are not implying or endorsing their use as '‘standard” chord symbol notation. To the contrary, most 
voicings introduced in this text are to be used as various available “colors” or sounds (including available tensions 
and chord tones) over a more basic chord symbol. A collection of many different voicings will be made available 
to one basic chord type. Your choice of specific voicings to use is your “interpretation” of that basic chord. 

Example: 


Gmtaddllj C+(#ll) Fmaj7(9/6) 


— 9 - 

— ° 3o- — o n 


^T5 TO" & h 





k r , ... ._ -tfK n n 

& 

j O F* ■ - u 


The above voicings could be used to “color” or substitute the basic II-V-I cadence in the key of “F” (G-7, C7. Fmaj7). 
Gmiaddl 1), C+(| 1 1), and Fmaj7(9/6) are chord symbol descriptions of the above voicings in the key of “F.” 

The attempt will be made to use the “least” offensive chord symbols when notating these complicated, and in many 
cases incomplete, voicings. I have tried to reach a “compromise" in my chord symbol selections that would satisfy 
most, knowing that some (hopefully not most) will certainly find fault. 

At this point. I should summarize some ot the "basic assumptions that have been presented and will be used in this 
text. The following suggestions specifically deal with the |l 1 / 1 ? 13 controversy introduced earlier: 

1. Tension 13 might imply or include a natural 5th when used in a chord symbol. If the j> 5th is notated in the symbol, 
natural 5 is not a choice. If \> 13 is desired without natural 5 (orl>5), enharmonic jf 5 instead of \> 13 can be used. A 
more complicated symbol choice could be 13(no5). 


II. Tensionf 1 1 might imply or include a natural 5th when used in a chord symbol. If the fl 5th is notated in the symbol, 
natural 5 is not a choice. If jf 1 1 is desired without natural 5 (or |5), enharmonic [>5 instead of jf 1 1 can be used. 
A more complicated symbol choice could "be jf 1 1 (no5). 

These suggestions make dear the need for caution when using [> 13 or j| 1 1 in a chord symbol. They contain inherent 
controversy harmonically and melodically. My personal inclination is to avoid their use as much as possible. I prefer 
the enharmonic p5 and |5 spelling of the same notes, b5 and |5 produce exact harmonic interpretation and retain 
freedom of interpretation melodically. 


C ■ 13/f ±1 f might imply natural 5 harmonically and “who knows what” melodically. 
C7(t> 13 / 1 ? 5) to some implies the “altered” scale. 

C7(jf 1 l/ff5) to some implies the “whole tone” scale. 


C7(|5/[o), C7(alt5), C7j>5(jf5). C+7(k\): 
tat ion. 


precise harmonic description and freedom of melodic or scale inrerpre- 


*Note the C7falt5) symbol could be confused with the C7faJt) symbol which implies anv combination of 1? 5. 
#5, l>9, |9. 

For organizational purposes, the first introduction of these two notes together in the same voicing occurs unde - the 
Tension 11 chapter as a C+7(ff 1 1) chord. They appear again under the Tensions 9 and 15 chapter as C9toib 13). 
C ! p 5( t* 1 3/|?9), and C 7 [?5( !? 1 3/|9 ) chords. In this chapter, j?5 and |5 will be noted as the preferred symbol choices: 

C9(j5/t>5), C+7(9/b5), or C7l»5f9/|f5) 

C7(l9/alt5), C+7([?9/l5), or C7 b ri t b 9/ji 53 
C7(|9/alt5), C+7(|9/!>5 ). or C7b5(jj9/jt5) 
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Chapter 5 

Tensions 


As tensions are added to the basic four-part chords (7th and 6th chords ), different basic four-part chords often 
reappear on different roots (i,e, T B[?9 = D-%5 / F-6), beginning the enharmonic chordal substitution process that will 
continue throughout this book. These substitute chords might sound clearer or more obvious than the original chord 
receiving tensions, D-7tO or F-6 is more defined or complete than the original B I? 9 chord, which is missing its root. 
For this reason, it is recommended that a bass line containing the original chord roots be recorded and played back 
while playing chords containing tensions. 

in each tension chapter the majority of voicings produced by tension additions will most likely have been introduced 
en harmonically in earlier chapters, many originating as basic four-part 7th or 6th chord voicings. When this occurs, 
the original chords introducing those voicings for the first time will be listed. For example: 

*Under the Tension 9 chapter the miu7(9) {h3 5 t?7 9} voicings were originally introduced as maj7 (1 3 
5 7) voicings, A-7(9 ) = Cmaj7. 

* Under the Tensions 9 & 13 chapter the dom7sus4(13/9) {4 j?7 9 13} voicings were originally introduced 
as maj? {1 3 5 7} voicings. D7sus4(13/9) = Cmaj7. 

* Under the Tensions 9 & 11 chapter, the maj7({j 1 1/9 ) {5 7 9 j) 11 } voicings were originally introduced as 
maj7 {13 5 7} voicings. Fmaj7($i 1/9) = Cmai7. 

A list of all the possible substitutions for any one voicing can be found in the Enharmonic Chordal Substitutions 
and Additional Chordal Substitutions chapters following the tension chapters. In these chapters, the previous 
examples w ould combine their substitutions in order of their appearance in this text: 

Cmaj7 = A-9 = D7sus4(13/9) - Fraaj7(#ll/9J 

A minimal understanding of harmony and theory is required to make the appropriate tension selections for different 
chords. Some basic harmonic assumptions will be presented to allow ? for a choice of tensions that will sound 
appropriate in a common pop or jazz idiom. While tensions are usually dictated by chord function and/or key of the 
moment, a strong voice-led guide-line often can make use of tensions that might appear inappropriate or non- 
diatomc to the key of the moment. This is especially true of dominant chords, which can accept many different 
tension combinations (both diatonic and non-diatonic), while other chord types are more demanding of fewer and 
more specific tensions- Tensions on diminished 7 chords will be examined separately in the Tension Additions on 
Diminished Chords chapter later in this book. 

In the following examples, the guide-line in example #2 is not as diatonic as the #1 example (E-9 and G7([? 13) are 
not diatonic to the key of C), yet example #2 sounds better due to the strong chromatic guide-line produced by these 
tensions. 


Crnaj? 



E-7 A+7 

_ o — e>— 


D-9 

ztxz 


G13 Cmaj9 

m o 


■ 


#2 Cmaj7 E-9 A+7 D-9 G7(kl3) Cmaj9 


/ O -r fl fTi 


y ^ W Cl j 

TTi o n 


1 J} 


\J ! 




When a “strong’' or effective guide-line is not present, a more conservative or diatonic approach to tension additions 
might be in order. 


There are only seven different tensions available in the more common pop or jazz idioms: 


\>9 

9 

#9 

11 

HU 


l>13 

13 


Note the enharmonic functions some tensions might possess: 


11 

sus4 


f U = 

i>5 


b 13 

15 



The following will examine each tension’s characteristics in these more common idioms. Of course, different styles 
and concepts could condition or change these basic assumptions. For example, “modal music” often requires use 
of lensrons that are not desirable in a more diatonic situation. 


1 ) Natural 9 can appear on any chord type and can be accompanied by any other tension except i*9 or $9. 

2) I? 9 and jl9 can accompany each other and any other tension except natural 9. 1-9 andff9 can on ly appear on dom7 
type chords. 

3 ) Natural 1 1 can appear on any chord type except maj7 type chords. Natural 1 1 can accompany any tension except 
|9 and ff 1 1 . Natural 1 1 often functions enharmonically as a suspended 4th on dom? and maj6 chords. The use 
of natural i 1 with the major third is a more contemporary sound which will be examined later. 

4) if 1 1 can appear onlv on major type chords l maj'7 / maj6 / dom7). fj 1 1 can accompany any tension except natural 
11 . 

5) Natural 13 can appear on any chord type except min7l>5. Natural 13 can accompany any tension except [> 13. 

6) \? 13 can appear on any chord type except minor chords containing a natural 5th. i? 13 can accompany any tension 
except natural 13. 

The following tension chart attempts to clarify and classify available tensions and chord tones on the most common 

chord types (excluding dim7 chords). 




CHORD 


CHORD TENSION CHART 


FREELY 


CAREFUL 


WEAK 


irsajT 

6,9 


ffiLfb 

11 

maj6 

9 



7,l>7,fill 

11 

min? 

9, 11 


13 

b 13 

min6 

9 



7,1.7.11 


mini (b 5) 

11. 

b 13 


9 

t»9 

min maj? 

9 



6, 11 


dom7sus4 

9, 1 

! 3 


3, b 13 

t 9 


b9. 

1 n 
| 




dom? 

9. 1 

13 


i 1 

/ 


9,1-13 





9,; 

hi 





9,\ 

:u, 

13 




9, 1 

111, F 1 3 




i>9. 

#9, 13 




1-9, 

S9.b 

13 




p9. 

p9, 1 

ill 

1 



p9. 

C 9, 1 

HI, 13 




1>9. 

b9. 1 

ill. t- 1 3 



N. 


1 * ’ 


J 
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Again, some of the tensions listed under the “weak" or “careful” column might in fact be strong or characteristic 
notes in a modal setting, or appear in a common diatonic progression were a melody or strong voice-leading could 
make use of an otherwise “weak'' tension. 


In the following common chord cadence, thep9 tension is not normally available to a min/ r>5 chord, out sounds and 
voice-leads quite well in this particular example. Note the A-7i?5t'p 9) chord forms a complete C-7 chord over an “A” 
bass note; ( C-7/A ). 

A-7b509) D?0>9) G-6 


r”l 

| - 

o 

LJ 

1 

rrrr — JO r- D 

— 7 ^ — 

v H ' tS nis - — u 

S' JCr^. ^ * - 1 * — ■ \ 1 

“ vO O -uO — — L: 


e) 


Note that some of the above tension combinations under the dom7 chord dictate specific chord scales: 


9.1*11, 13 
9Jll.[>13 
b9,|9,311, 13 
k9, #9, jin, t> 13 


Lydian \>7 
whoie tone 
dominant diminished 
altered 


With the exception of dom7 tvpe chords, the tension chart accurately describes available tensions on these chord 
types in the majority of harmonic situations in which they would appear. The dom7 type chord needs some harmonic 
clarification in order to chose the appropriate tensions in relation to its function; Keep in mind ihat the nature ot a 
dom7 chord can accept most any tension combination, regardless- of its function. The following describes the tension 
tendencies of a dom7 chord in a given function. 


1 ) V7 of major 

Common 1) natural tensions (9, 13) 

2) altered tensions (t>9, |9, io, j|5) 

3) tension combinations: b 9/1 3, 9 /\> 13, etc. 

4) natural to altered ['before resolving) 

Not Common 1) (9, $11, 13) sub V sound 

2) altered to natural (before resolving) 


2) V7 of minor 

Common 1 ) t>9, i!9. 1? 13 and natural 5 or t>5 

2 j tens] on combinations : p 91 1 3 . 9/p 


etc . 


Not Common 1 ) natural 

2) natural to altered 
3 1 altered to natural 
4) (9, j| 11, 13) sub V sound 

3 ) Sub V and/or non-diatonic dom 7th. as well as IV 7 and 117: 

(Lydian b7 1 9. 1 1 1 . 13 


Upon establishing some basis for tension possibilities on a given chord, it.is now impoitantio discuss the placement 
of tensions in a four-note voicing, commonly referred to as “tension substitution." 
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* , " “ T? t 7 a . T rvm one of the basic chord tones is removed. The least needed chord 

even h o mi “ h (unlass al,erei » “ needed, while the stride-tones (third and 

ZlT h ■ ? “m m h° re T » ‘he sound and function of the chord. Due to enbarmonics. some tensions are 

already built into ttie basic tour-part chords: 

Cmaj7[>5 = Cmaj7(|ll); Cl\>5 = C7(fll); C7(|5) = C7([>13). 

These tensions could be considered as substituting for the fifth of the chord. 

Tension substitution on drop 2 type voicings follows this basic formula: any tension substitutes a chord tone next 
to that tension. This allows the substitution to take place on the same string. 

9 substitutes the root or third 
1 1 [4] substitutes the third or fifth 
13 [6] substitutes the fifth or seventh 

Smce the g u,de " tone s are needed, we are ieft with the following tension substitution formula for drop 2 type voicings: 


9 substitutes the root {3 5 7 9} 

1 1 [4] substitutes the fifth { i 3 7 
i 3 [6] substitutes the fifth {13 7 


13} 


An exception to this rormula which must be addressed is when the fifth is altered ([>5 or |5) An altered fifth ; s an 
important part of the chord sound that should be included. In this case. 1 1th and 13th tvoe chords would have to 
substitute guide-tones instead of the fifth: 1 1 for 3/ 1 3 for 7. If the original chord sound and function are not lost, these 
substitutions are possible. An example would oe a mm7t>5( 1 1 ) chord with tension 1 1 substituting the 3rd A min7l>5 
chord is the only type or chord that will accommodate at 5th and an 1 1th. By deduction, the minor 3rd of the chord 
is heard even though it is not played. If the chord sound is lost by removing a guide-tone on one of these altered 
fifth voicings, an alternative voicing to the drop 2 type voicing is required: 


1 1th chord 
13th chord 


3 5 7 
3 5 7 


11 

13 


The filth and the guide-tones are accommodated in these voicings and will be used when appropriate. 

In the following tension sections, with some isolated exceptions, the attempt will be made to retain the mi ide- tones 
m every' voicing. When tms is not possible, the 7th will be retained in favor of the 3rd. This will present some new 
voicings that are not drop 2 type. voicings but share the same width as drop 2. allowing comoatibJe voice leading 

More incomplete type voicings with various tension additions will be examined in the later Enharmonic Chordal 
csODStitution chapters. 

The following tension substitution formulas will be used in their appropriate sections: 

(drop 2) 


(drop 2) 
( drop 2 ) 


Tension 9 

9 for 1 

{3579} 


9 for 5 

{1 379} 


9 for 3 

{1 579} 

Tension 11 

1 1 for 3 

{157 11} 


1 1 for 5 

{13711} 


1 1 for 1 

{35711} 

^Tension 13 

1 3 for 5 

{137 13} 


13 for 1 

{3 5 7 13} 

(* With the exception 

of a dom!3l>5 chord, 


(drop 2) 

5 7 13} proves too ambiguous or limited to examine.) 
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Tension 9 & 13 

9 for 1/13 for 5 {3 7 9 13} 

9 for 1 / 13 for 3 {5 7 9 13} 

(drop 2) 

Tension 9 & 11 

9 for 1 / 1 1 for 5 {3 7 9 11} 

(drop 2) 


9 for i / 11 for 3 {5 7 9 11} 

(drop 2) 

Tension 11 & 13 

11 for 5/ 13 for 1 {3 7 11 13} 

1 1 for 3 / 13 for 1 {5 7 11 13} 



As more tensions are added to a four-note voicing, one or both of the guide-tones will eventually be removed, 
resulting in what is commonly referred to as an “incomplete" voicing. Some of these voicings can sound ambiguous 
or begin to lose their original chord sound, while others can define their original chord sound by use of unique 
tensions or a predictable chord progression. These latter chords often sound better and more “colorful” than the 
original “obvious” chord sound. 

Here are some examples of incomplete voicings being defined by their tensions: 

1 ) 9 or £ 9 must accommodate a dom7 type chord 

2) 1 1th with both must accommodate a min7j> 5 or dim7 chords 

3) 1 1th with 7 th must accommodate mm majV or dim7 type chords 

Here is an example of an incomplete voicing being defined by a predictable chord progression: 


(II) (V) (I) 

G-7 C'i Fmai7 



The A[>7f 5 is an incomplete C7(alt5) chord: 


A[>7{}5 

1 

| 

3 

1 

t 4 5 

1 7 


1 

4 

4 

4 


At 

c 

E 

Gt 


T 

T 

1 

T 

C7(alt5) 

#5 

i 

3 

1.5 


The A[>7|5 chord standing alone has no particular C7 sound. When placed in the above chord progression in 
substitute of the normal C7 (and perhaps accompanied by a C bass note), it no longer sounds like and A|?7|5 chord. 

By examining each tension, we can see which tensions dictate guide-tones and which do not: 

1) 1 9 can appear only on dominant type chords, dictating their guide- tones when missing from a voicing. 

2) Natural 9 can appear on any type of chord, thus cannot dictate the guide-tones of any particular chord type. 

3) 1 9 can appear only on dominant type chords. It can dictate the b7th but requires the 3rd to accompany il. Without 
the 3rd, $9 might sound en harmonically like the third of a minor chord, f 9 = [>3. 

4) Natural 1 1 can appear on any chord type except the maj7 type chord. With the exception of an 1 1 with natural 
7 dictating a min. maj7 (1 1) chord, 1 1 usually dictates a t> 7th guide-tone. Natural 1 1 cannot dictate a major or 

minor third, although it often can take the place of the third by enharmonicalJy functioning as a suspended 4th 
guide-tone. 


5) 1 1 1 can appear only on major chord types, dictating the major 3rd when missing, but not the 7th. 

6) lr 1 can appear on any chord type except minor chords containing the natural 5th. It can dictate the I? 7th, with the 
maj7(#5) chord being enharmonicaliy an exception. It cannot dictate the 3rd. 

7) 13 can appear on any chord type except the min7b5 chord. It cannot dictate guide -tones. 

As more tensions and chordal substitutions are presented, the use ot incomplete voicings will become more common 

The maj7|5 and min7ji5 chords have been omitted from the following tension chapters, due to their unique sound 
being compromised by tension additions. The min7f 5 chord will reappear in ihe Additional Enharmonic Chordal 
Substitutions chapter with tension additions. Although tensions will not be added to themaj7f 5 and min7f 5 chords, 
their four-part structures will reappear as enharmonic substitutions in various tension chapters. As an example, in 
the Tension 11 chapter, G-7ji5 will appear as C-7(I1) (i>3 5 1>7 11). 
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Chapter 6. 

Dominant Sub V Chords 


Every dominant type chord, with the exception of those containing a suspended fourth, can be substituted by another 
dominant chord a tritone away. This chord is commonly referred to as a “Sub V” chord (Db7 is the Sub V chord of 
G7, and vice-versa). Any tensions added to a dominant chord will appear as chord tones or different tensions on the 
Sub V chord. 

The following is a simple tension conversion model for Sub V chords that should be memorized: 

#11 5 kl3 13 

Ct5) (#5) 

The above mode] in relation to C7 and its Sub V chord: 


R 

As 




p 9 


Nk 



Cl 

R 

b9 

9 

#9 



7 

* 

| 

T 

(Sub V) 


c 

Db 

D 

D# 


F » 7 

i 

h 

5 

1 

b 13 

i 

13 


There are four dominant chords that “mirror’ themselves on their Sub V chords: 

Cl\>5 = Fit 7 1? 5 

C7(b9) = F|7(b9) 

C9(#5) = Fb9(#-5) 

C13(#9.) = F|l3(|9) 

Remember the tension substitutions [9 tor R] and [13 for 5] for the above examples, leaving three of the chords 
rootless. 

All the dominant chords that will be introduced in the forthcoming tension chapters will also examine their Sub V 
chords. The only exceptions will be dominant chords that contain both at 13 and natural 5. These notes produce t> 9 
and natural 9 on the Sub V chord, which is not an acceptable tension combination, producing consecutive half-steps 
fR - \>2 - 2). These chord types will be omitted from the tension chapters but will reappear for examination in the 
Additional Enharmonic Chorda! Substitutions chapter. 

Remember to be aware of Low interval Limits and b9th intervals when placing dominant tensions on the 5th string. 
Tensions #9 and 13 will not be allowed on the 5th string. Both tensions are Sub V substitutes for each other and both 
produce 1 9th intervals (.tension f 9 over the 3rd and tension 13 over the b 7 th). Tensions 9 and b 13 [f 5] are also Sub 
V substitutes for each other, but only the 9th (with some exceptions) will be omitted from the 5th string due to low 
interval limits. 
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Before beginning the tension chapters, a brief discussion of the “altered” dominants should be given. Altered (or alt) 
on a dom7 chord refers to the 9th and 5th being flatted and raised (\>9, $9) and ( i>5, $5) or enharmonically (|?9, fj9, 
fill, tl3). Any combination of these tensions will satisfy an “altered sound,” but tensions |9 and l? 1 3 [ft 5] are most 
characteristic because they arc also tensions on the Sub V chord: (|9 = 13) and (j?13 - 9).' Example: 

C7(|9/jf5) = Fjj7(13/9) 

(altered) (natural) 

An additional observation of interest shows the fi 9 and $5 of a V7 chord to be the “blue” notes!? 7 andl? 3 of the related 
I chord; 

(V7) C7(#9/#5) #9 ff5 

Ep A\> 

(I) F [>7 \>3 

More information on altered dominants is presented m the Altered Dominant chapter later in this text. 


2S 


Chapter 7. 

Tension 9 


By substituting 9 for the root on all of the previous four-part drop 2 inversions, we see many of those original four- 
part 7th and 6th chords reappearing on different roots. The following list contains all possible tension 9 additions 
to the original four-part chords and the consequent four-part enharmonic substitute chords produced: 


Cmaj7(9) 

Cmaj7t5(9) 

C-maj7(9) 

C-7(9) 

C-7p5(9) 

C6(9) 

C-6(9) 


E-7 / G6 

refer below 

El?maj7$5 

E[.maj7 

E\? -maj7 

A7sus4 

Ej.maj7p5 


C7(9) 

C7(t>9) 

C7(|9) 

C7b 5(9) 

C7i>5(1.9) 

C7i?5($9) 

C+7{9) 

C+7(l?9) 

C+7(#9) 

C7sus4(9) 

C7sus4(l?9) 


E-7t>5 / G-6 
C|°7, E°7, G°7, bI°7 
refer below 


Ftt+7 (Sub V) 
F::7 (Sub V) 

I 

refer below 

E7 i? 5/B 7 1> 5 

B1.-7[>5/D[>-6 

Emaj7l>5 

G-7/Bk 

G-7|?5/b1>-6 


Cmaj7l.5(9), C7(jf 9). and C7|.5($9) do not produce basic four-part 7th or 6th enharmonic substitute cnords, but do 
produce iheir own interesting substitute chords: 

C71>5(#9) = G[)7(13) (Sub V) 

C7(|9) = Gt 7(i.9/13) (Sub V) [1st inv. of C7(#9)= D|/E).] 

Cmaj7 1.5(9) = D6(9) {1 3 6 9},whichisnotadrop2voicing. This maj 6(9) voicing will be discussed 

later in this chapter. 

C7sus4($9) has been omitted, since it has become a C-7( 1 1 ) chord. As mentioned earlier, Cmaj7| 5 and C-7$5 will 
not be included in the tension chapters, but will appear later in this book with tension additions. C°7 will receive 
tensions in the Tension Additions on Dimin 7 Chords chapter. 


Realize the enharmonics involved in the above ninth chords with an altered 5th : 


Cmaj7[>5(9) 
C7[)5(9 4.9 / $9) 
C7ji5(9/[>9/J|9) 


Cmaj7(9/jfll) 

C7(| 1 1/9) (| 1/1?9.) (gll/#9) 
C7(b 13/9) (l 13/1.9) (p 13/|9) 


If not already listed, realize the Sub V chord for each dominant chord: 


C7(9) 

C7(l>9) 

C7|5(9i 

C+7(t»9) 

C+7(jj9) 


Ff7(|5/k9) 

Fl7(t9) 

Fe +7(9) 
F|7(9) 

F 1:7(13/9) 


Look at the previous enharmonic substitutions from a common four-part chord root: 


Cmaj7 

Cmaj7[)5 

Cmaj7ii5 

C-mai7 

C-6 

C6 

C-7 

C-7^5 

C7 

C7t5 

C7 5 

C°7 

C7sus4 


A-9 

A-6(9) / Ap7(|5/|9) / D7(9/13) 
A-maj7(9) 

A-91.5 

F9/D7sus4(t9)/B7(g5/t9) 

Fmaj9 / D7sus4(9) 

At? maj 9 / F7sus4(9) 

A 1.9 /F7sus4(l?9) / D7(#5/[>9) 

G 1.7(1? 5/1.9) 

G[.7t5/At9+/ D9+ 

Gt> 9(1? 5 > 

37(1.9) / D7(b9) / F7(b9) / At 7(1.9) 
E 1.6(9) on 


Tensions \>9 and # 9 can combine to form available dom7 tensions (i.e. C7(alt9) / C7[>5(alt9) t C+7(alt9)). These 
chords will be examined later in the Altered 9 Tensions on Dom7th Chords chapter. 

With the exception of the \>9 tension on a dom7 chord, this text will avoid using tension 9 on the 5th string. Some 
isolated exceptions to this rule might appear in later chapters. 

The following is a convenient model which will be used to display different chord voicings and inversions: 
maj7(9) {3 5 7 9}: 3 5 7 9 — ^ 2nd string 

7 9 3 5 — > 3rd string 

*. '*' 5 7 9 3 — ^ 4th string 

9 3 5 7 — > 5th string 

Note that the previous seventh chords that avoided their 3rd inversions due to the \?9th interval they contained 
fCmaj7, Cmaj7[>5. and C-maj7) are now available as 9th chords (Cmaj9. Cmaj9|>5, C-maj9), since tension 9 has 
removed the i>9lh interval that was produced between the 7th and root. Although these inversions are now available, 
they do run the risk of violating "Low Interval Limits 1 ’ since the 7th is in the bass. To avoid this problem, non-drop 
2 type voicings. which contain the same basic width as drop 2 type voicings, can be used to substitute these third 
inversion drop 2 ninth chords: 

By removing the fifth degree from a root-inversion close position ninth chord, a four-note voicing containing tension 
9 in the top voice is produced: 


Cmaj7(9) no 5 



C6(9) no 5 



o 

n 




These voicings can effectively substitute the third inversion drop 2 ninth chords while retaining the desired tension 
9 in the lead: 


9 can substitute 

7(6) 

3 

i 


9 

5 

3 

7(6) 


If the 5th degree is needed in these substitute ninth chords, the third can be removed: 


Cmaj9(no3) 


9 

7(6) 

5 

1 
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i 

* 


When LIL is not an issue, voice leading, sound, and fingering will determine which voicing is best. Examine the 
previous list of 9th chords using the new omitted 5th or omitted 3rd ninth chords discussed: 



Cmaj7(9) = 

13 7 9 

C7(9) - 1 

3 W 9 

1 

s w' 

Cmaj7&5(9) = 

1 \,5- 7 9 

C7(V9) = 1 

3 \>1 |>9 


C-maj7(9) 

H3 7 9 

C7(#9) = 1 

3 \>1 jj9 

. 

* 


C-7(9) 

1 |?3 \>7 9 

C7b 5(9) = 1 

\>5 t>7 9 


C-7b5(9) 

1 1>5 \>1 9 

C7W 5(t9) ® 1 

[>5 |>7 ^9 * 

1 


C6(9) 

C-6(9) 

13 6 9 

1 1,3 6 9 

C7l>5(#9j = 1 

C+7(9) = 1 : 

C+7(i>9) = 1 : 

C+7(#9) = 1 ; 

C7sus4(9) - 1 

C7sus4([>9) = 1 

\>5 \>7 $9* 

5 \>1 9 
:5 \,1 \>9 * 

:5 [>7 &9 * 

4 \>1 9 

4 \>1 \>9 * 

I 


* These voicing s will be omitted from this chapter, due to the \> 9th intervals or the ambiguous sounds produced. Most 
will reappear- later in more appropriate chapters. 


Note: Four of the above voicings have produced previously introduced drop 2 type voicings: 


Cmaj7[>5(9) 

..{1 !>5 

7 9} 

— 

A[>7^5(^9)/D13 

C-7i>5(9) and C7[>5(9) 

..{1 t>5 

t>7 9} 


D+7/ At 9b 5 

C9sus4 

..{1 4 

b7 9] 

- 

D-7%5 

Since the drop 2 inversions are known, they can 

be applied to these ninth chords: 

Cmaj7i>5(9); 9 


7 

i 


7 

1 

9 

k5 


\?5 

7 

1 

9 


1 

9 

(>5 

7 


C-7t>5(9) or C7 1)5(9); 9 

i?5 

t>7 

1 



i 

9 

i>5 


[>5 


1 

0 


1 

9 

i>5 

t>7 


C9sus4; 9 

■ 4 

k? 

1 



1 

9 

4 


4 

\>1 

l 

9 


1 

1 

9 

*1 

E> 7 



* Common notation for the root inversion of C9sus4 is B[>/C. 


Two additional ninth (omit 5) chord voicings whose inversions will be examined are maj6(9 ) and dom7(9): 


maj6(9) 

9 


6 

1 

doin7(9) 

o 

o 

k7 

i 


6 

1 

j. 

9 

D 


b7 

] 

Q 

s 

3 


3 

6 

1 

9 


3 

1 7 

1 

9 


1 

9 

3 

6 


1 

9 

3 



*The 1st inversion of the maj9 { 1 3 7 9} and 3rd inversion of the dom7t>9 {1 3 \>9 \>1 } will be examined in later 
chapters. 
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i 


Note the C+7(9) no 3 voicing { 1 |5 1>7 9} is equivalent to the B[.7(9) no 5 voicing {13 \,1 9}. 


C+7(9); 


B 1.7(9;; 


1 


I 


t 


l 



17 


9 


i i 

B\> D 

T T 


9 


i?7 


3 


Since the dom7(9'i inversions will be used, they can be realized on the dom7ji5(9): 

9 #5 1.7 1 


1.7 1 9 |5 

#5 .W 1 9 

I 9 1 5 l>7 


At this point, we should summarize the substitution possibilities presented for each chord, including Sub V chords 
of the non-drop 2 dominant ninth chords with omitted 3rd or 5lh: 


C-7 jj 5 

C.+1 

C7{9) 

C7(9) 

{131.79} 

Cmaj7(9) 

C7b5 

Cmaj7l>5 

Cmaj9t>5 

Cmaj7 

C-maj7 

C maj 7( ji 5 ) 

C 6 ( 9 ) 

C7fp9) 

C7f|f9) 

C7 

C7[.5(|9) 

C7{|9) 

{ 1 3 p.7 #9} 


B[. 9sus4 {1 4 [.7 9] 

G 1.91. 5 = B[>9t5/Bl>-9l>5 {1 1.5 }>7 9} = E(alt5) {1 3 1.5 j|5} [Sub V of B \> 9 \> 5] 
Gl.7(|5/1>9) = E-7[.5 = G-6 = A7sus4(|.9) 

D+7(9){1#5 1-7 9} = F|7(alt5){3 \>5 #5 1.7} [SubVofC9] - Al>9(alt5) { 1 S>5 #5 9} 

[Sub V of D+7(9)] 

E-7 = G6 = A9sus4 
G |?7l. 5= a1>+7(9) = D+7(9) 

A- 6(9) = Al.7(#5/|9)= D7(9/13) 

D6(9) {1 3 6 9} 

A-9 

A-7l.5(9) 

A-maj9 

A7sus4 

(Cf° /E° / G° / Bp Q ) (C7 (1> 9)/Ff 7( !. 9 )/A7 ( 1> 9)/E 1. 7(1. 9}) 

F|| 13(1.9) 

F$7(l. 5/1.9) 

Gl>7(!3) = Emaj9l?5 {1 j?5 7 9} 

Ft 13b 5 {3 i. 5 1. 7 13} [Sub V of ,C7] 


The Sub' V chord of the C7(b 9) (1 3 1.7 1.9} chbrdisF#7(# 11) {3 5 j.7 1 1 1 }. This Sub V chord will not be available 
to the root inversion C7G9) chord because of the b 9th interval between the 5th and# 11th of the F|7(i| 1 1) chord. 
In the next chapter, F|7(jt 1 1) will reappear on the third inversion of the C7(>9) chord. These ninth (omit 3rd or 5th) 
chord voicings, as well as the drop 2 type voicings, will have some very interesting additional substitution 
possibilities in later chapters. 
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Each 9th chord and applicable inversions previously examined will be presented in the following II-V-I chord 
cadence examples. As mentioned earlier, when a single voice is notated on the staff, it will be considered the top 

note of a drop 2 type voicing. If a non-drop 2 type voicing is used, all four voices will be notated. This approach will 
be used throughout this text. 


1 maj7(9) 


drop 2 type voicings: 


Imaj7(9) 


III-7 = 

V6 

VI9sus4 

Cmaj7(9) 

- 

E-7 = 

G6 

A9sus4 


Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions with the addition of one ninth (omit 
3) voicing: 




5 

7 

9 

9 







9 

3 


7 







7 

9 

3 

3 







3 

5 

7 

1 





D-7 

G7 

Cmaj7(9) 


D-7 

G7 

Cmaj9 

A- 7 

D7 

Gmaj9 

- 

n 

Q_ 



_Q_ 

XI 




^==— 

1 



maj7[>5(9) 


This is a unique chord in that the drop 2 type voicings produce ninth (omit 5) enharmonic substitute voicings and 
the ninth (omit 3) chord produces a drop 2 type enharmonic substitute chord. 

Iniaj7|>5(9) (drop2) = II6(9)no 5 \ 

Cmaj7k5(9) (drop 2) - D6(9)no 5 ^ 

<^Imaj7l> 5(9)110 3 = [> VI7(t'5/|9) (drop 2) / 1113 (cron 2) \ 

Cmaj7b5(9) no 3 ; - At7t5(#9) (drop 2) /D13 (drop 2)' ^ 

Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions with the addition of one ninth (omit 
3) voicing. 

[>5 7 9 9 

9 3 [>5 7 

7 9 3 [>5 

3 t> 5 7 1 


G? Cm aj 7 b 5(9' D-7 G7 Cmaj9l>5 A- 7 D7 Gmaj9l>5 

jlq ^ — -e- -e- -e- 





min. maj7(9) 


drop 2 type voicings: 


I-maj7(9) = t>IIImaj'7#5 

C-maj7(9) = Ebmaj7jj5 


Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord. Due 
fingering produced by the 2nd inversion, its register might be limited. 


to the physically awkward 


5 7 9 9 

9 1>3 5 7 

7 9 1,3 t>3 

t>3 5 7 1 


C-maj7(9) 

xi 


D-7fc>5 




min7{9) 


drop 2 type voicings: 

1-7(9) = t«IIImaj7 

C-7{9) - E>maj7 


Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord. 

5 1,7 9 9 

9 1>3 5 \>1 

\>1 9 p3 1,3 

l?3 5 1,7 1 



■** 

if 
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j min7t>5(9) 



1-71.5(9) (drop 2) 
C-7I.5(9) (drop 2) 
I-7i>5(9)no3 
C-7t5(9)no3 


i?lll-maj7 (drop 2) \ 

Eb-maj7 (drop 2) 

II+7 (drop 21 A VI9b5 (drop 2) ^ 
D+-7 (drop 2) / A\?9\>5 (drop 2) 


Three applicable drop 2 inversions with the addition of three good ninth (omit 5) chord inversions. Due to the 
physically awkward fingerings produced by the 2nd and 3rd drop 2 inversions, their registers might be limited. 


drop 2; 


1.5 [>7 9 

9 i.3 to 

\l 9 1.3 

i.3 \> 5 j> / 


ninth (omit 3); 9 1>7 I 

■i'7 9 jo 

jo 1 9 

1 1.5 W 


i 


D-7i>5(9) G-t7 C-maj9 
\y&- o a 


C-7.5(9) 
. \>sx 




F7^5 


Bb 6 

_Q_ 


ICG 


I 


-0F- 
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-9—EV- 



A-7b5(9) A°7 Gmaj7b5 A-7b5(9) A°7 G-maj9 

ft !' U Tf — ^ 


7 

JZJJ 



rt 

m o - » — 

R 




Those inin7 1.5(9) voicings containing no third will be examined later in this chapter for their dominant quality as 
well; dom7|?5(9). 

maj6(9) 

^16(9) (drop 21 
~ C6(9) (drop 2) 

I6(9)no 5 
^ C6(9)no 5 


\T7sus4 (drop 2) 

A7sus4 (drop 2) -^ > 
l.VIImaj9|.5 (drop 2) \ 
Bt>rnaj% 5 (drop 21 ^ 


Three applicable drop 2 inversions and three applicable ninth (no 5) chord inversions: 


drop 


7- 


Drop 2; 


5 6 

9 3 

6 9 

3 5 


9 

5 

3 

6 


ninth (no 5); 9 

6 

fj 

J 

i 


6 

9 

I 

3 


I 

T 

Jl 

9 

6 


D-9 


Ab°' 


C6(9 


D7 


Gi 


C6(9) 


A-' 


B ! 


G6(9 


j 

ft ^ tx> ^ r> 

, j 

r 


v,- i 

7 . -ii 

A-' 





-k& 

n. 



It x&x&au&zr, ^ . -- - . . ; ori 





J 

i 

J 


Ninth (no 51 Chord; 


D-7 

B^7 

C6(9) 

A-9 

D7?5 

G6(9) 

F7sus4 

B7 

Bb 6(9) 

1 





C\ 

In 

-@r- 

im. 

-e- 

[?_£X 


tr? 


— 



kl 

ft 


— — — — 

j 

-fo- 


e 

ft 


- —B — 

••• n 


— t e* 

-J 
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min6(9) 


drop 2 type voicings; 


1-6(9) 

C-6(9) 


l>IIImaj7j>: 
Et> maj7[?: 




VII7(|5/|9)/IV7(9/13) 

B7(#5/#9)/F7(9/13) 


Three applicable drop 2 inversions with the addition of one ninth (no 5) chord voicing. Due to the physically awkward 
fingerings produced by the drop 2 (2nd inversion), its register might be limited. 


5 
9 

6 


6 

1>3 

9 

5 


9 

5 

6 


9 

6 

t>3 


D-7t>5 

sA* — 

G7b5 

Q 

C-6(9) 

_ ^ , 

D-7b5 Ab°7 

C-6(9) 

_ o 

\-7b5 D+7 

G-6(9) 

■&- 

r~= ^ 

■ — 

■J — — JJ 


dom7(9) 


DOMINANT 9TH CHORDS 


drop2 {3 5 \>1 9} - Ninth no 5 {1 3 \>1 9} 


C9|3 5 t>7 9} = E-7t5/G-6/F|7(t9/|5) 
C9 {I 3 \>1 9) = Fj±7{alt5) 


A 



Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth ( no 5) chord 
inversions: 


drop 2: 5 

t>7 

9 

ninth (no 5); 

9 

k7 

1 



Q 

3 

5 


k7 

9 

jy 




9 

-I 

J 


J 

1 

9 



J 

5 

17 


1 

3 

^7 



Drop 2: D-9 G9 


Cmaj9 

E-7 A9 

Dmaj7 


A-7 

D9 

Gmaj9 

4hz 


_Q 

II Q 

4 



e- 

1 

o 



V 3 

A?-9 Do 7(?9/£5) Gsmaj9 Bb-9 E?7 

* hxi ■©- he- m f 

( 9/ if 5) A? 6 

i he- 

Eb-9 Ab7(b9/£5) Db6(9) 
t*- 41 - -e- he 


— ]. 


IF - — 1 

— l„ 
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Ninth (no 5); 


G9 


Eb6 

0.CL 


D-9 


Cmaj9 


G7sus4 C9 


Fmaj" 


F'/sus4 Bb9 



SUB V 


A? -9 Db7(alt5) G?maj9 
bji -p- o-e>- 


Cit-9 Fs7ialt~ Bmaj7 

+fr» %-&■ (tl-& 


B-7 

0 -€V 


E 7 ( al to ) Am a i 9 

Ml B£L 


i dom7(i?9 ) | drop 2 (3 5 r>7 ?9! 

C7{1>9) {3 5 \>1 i>9( 


ninth (no 5) chord {13 \>1 b9\ 

Dp. E, G. and/or Bkiirn? < H I? 7 ( p 9 j , F ^ 7 f i? 9 ) , and/or A7(b9s) 


Four applicable drop 2 inversions plus one additional ninth (no 5) chord inversion. The drop 2 Sub V chords need 
not be presented, since transposing these exercises by a tritone (and minor thirds) will produce the same examples. 
The Sub V will be avoided on the ninth (no 5) chord voicing due to the p9th interval produced by 5 over fell. The 
i>9th interval produced by t>9 over the root is available on dominant chords. 


Drop 2: 


A-7 D7b9 Gmaj9 A- 7 D7b9 Gmaj9 


f) o 

„ -e- -FT" -&T 




i 

; 

1 1 




B-7 G7b9 Cmaj7 

fl n r> 

D-9 G7b9 Cmai9 

o 

t7 *=» « n 

[. J- 


, ' 


il 


%) 


i 

D7sus4 G7?9 G6(9i 

ft n i>& =_e ' 

i 

■J . . ' ;■» 

£" 



S= 8- ==_ 

77 — « — 


Ninth (no 5 



dom7(#9)| drop2 {3 5[>7§9) 

9) {3 5 [>7 
9) {1 3 l>7 


ninth (no 5) chord {1 3 \>1 19} 


C7(|9) {3 5 b7 §9} = F| 13(^9) 
C7(|9) {1 3 pi §9] - Fj|l3([>5) 


Avoiding tension 1 9 on the 5th string leaves three applicable drop 2 inversions plus one ninth (no 5) chord inversion. 
Due to the difficult fingerings produced by the second and third inversions of the drop 2 voicings. their registers 
might be limited. 


drop 2; 


5 

!? 

3 


l>7 

3 

#9 

5 


P 

5 

A 

b7 


ninth (no 5) 


): i 


G-9 C7(#9) Fmaj9 F-7 


Bb7(.±f9) 


G7(*t9) 


Eomaj7(b5) D-9 


Cmaj7(b5) D-9 G7(#9) Cmaj7 


SUB V 


ft r. o oe- pe- to -e- ie- -e- to n 

£ ' 

f 

! 

+ ! — ~ 

r 

] 

1 

^0 — L 

V 

\ 

FU 

C|-9 

t ito hi 

3(b9) 

B6(9) 

3 *Lq 

1 

1 

B-9 E13(WI A6 

-e- l>e- 

i' 

Dbl3(b9) 

Ab-9 Gbmaj9 

to- 

j- 

1 

V 

Dbl3(b5.) 

Ab-9 Gpmaj9 

kti pxi t®. 




[ - 


dom7b5(9) 

drop2 {3 b 5 1 7 9 } 

ninth (no 3) chord { 1 [>5 W 9} 


C9(t5) {3b5b79f - 

Fj}+7 


C9(b5) { I [>5 [>7 9} = 

D-7 / Ab9(t>5) 

Avoiding tension 9 on the 5th string leaves three 
inversions' 

applicable drop 2 inversions and three applicable ninth ( no 3 I chord 

drop 2; 

[>5 b? 9 

ninth (no 3); 9 \>1 1 


9 3 b5 

[>7 9 b5 


1 7 9 3 

b5 I 9 


3 b5 b? 

! j?5 p7 


3S 




Drop 2; G-9 C9(b5) Fmaj9 


i 


* 


o 


G-7 C9b5 Fmaj7 D7sus4 G9bo Cmaj9 
ko. 


Q 


S3. 


C#-9 

4**— 


F$+7 
-£■& — 


Bmaj9 




Ctt-9 

£L 


Fi?+7 Bmaj7 
ite- Se- 


Ab-7 

:>©■ 


Db+7 Gbmaj7(b5) 




CLQ. 


SUB V 


it 


Ninth (no 3); 


D-7b5 G9b5 Cmaj7b5 D7sus4 G9bo C6(9) G7sus4 C9b5 Fmaj'7 


At 


jCL 


ii 


k 




4ST77 


4E7F77 


Ab-7 Db7(alt5) Gbmaj? Ab-7 Db(alt5) Gbmaj9 C#-7 FjKalfco.) B6 



^ be- to 

bo . so 


jo. 

ll 

an 


i 



SUB V 


dom7b5(j>9) | drop2 {3 \,5 il ^9} 

C?l?5(l?9) : {3 [>5 \>7 k9} = F#7 

The ninth (no 3) voicing will be omitted, doe to the l? 9th interval produced. This voicing will reappear in a later 
chapter as a hybrid chord. 

Four applicable inversions: 3 1 ?5 I? 7 [>9 

\>1 , t>9 3 [>5 

i?5 ' k 7 [>9 3 

i>9 3 i'5 \>1 


E7(b9/b5) D7(b9/b5) F7siiq ? b7(b9/ ^ ._ 

B-7 Amaj7 B-9 A6(9) A-9 Gmaj9 * ' sus4 , E^maj/ 

(to -e- 7SX 


E7(b9/b5) 

* 

■O' ito • Ho 


it 


_o_ 


JCL 


no- 


i 


+ I 1 

F7sus4 Bb7 Ebmaj7 . Eb7sus Ab7 BiunaiS 

F-9 Bt>7 E?mai9 , ^ 


3-7 


E7 Amai? 


— p : — ■ — 

— ^ e e 

.... _ r 

— — ^ — -i 

i 


i r 




\ \ 


VNT 7 r 


3 rl 

1 r 


SUB V 
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dom7[j5(|9) drop 2 {3 |>5 \>7 #9} 

C7\>5(p) F| 13 

Only two practical drop 2 inversions will be used. The root inversion will be omitted because of the 1,9th interval 
produced by the 3rd over the ji 9 th. The third inversion will be omitted because of the awkward fin serine produced 
Tiie ninth (no 31 chord voicing will be omitted because it has become a min7^5 chord. This ninth (no 3) chord voicing 
might reappear in later chapters where incomplete voicings are more appropriate. 


\>5 

\>1 

r - 

3 

[7 

59 

■% 

p5 


I 


G-9 C7(i;9/b5) Fmaj9 E-7 A7(if9/b5) Dmaj9 


-e- 


m 


SUB V 


; • 

m - 


-jje- 




F37sus4 FS13 B6(9) 


4e- 


*) 


n 


Cl 


Bb-9 

lm- 


Eb 13 
o 


Abe 

pe- 


dom7; 15(9) drop2{3ji5 i>7 9 ; 


C9#5 {3 #5 \>1 9} 
C9§5(no3){l#5 \>1 9 


ninth (no 3) chord { I $5 i>7 9} 

E7b5 /B[j 7[>5 /Fjj9|5 
F|f9(alt5)/ B?9(no 5) { 1 3 |>7 9} / 




Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 3) chord 
inversions. The Sub V chord will not be included in the drop 2 examples because, like its dom7^5 substitute it 
"mirrors its original dominant chord: C9#5 = F|9jf5. 


drop 


#5 W 


\?1 


Drop 2: 

G-9 

-o 


i 


C+7(9) 

l>e- 


9 

1 5 

Fmaj9 
o 




i> i 


ninth (no 3); 9 

b 7 
#5 


\>1 

9 

1 


1 

#5 

9 

b7 


E-7 

O 


A9P5 
. a 


Dmaj9 

-o 


C-9 

o 


F955 

— ~_Q 


B?maj9 
— e — - — 


Ninth (no 3): 


ii 


C-9 

bxt 


F9£5 


-o 


C-9 


JOi 


F9: 


-t-O- 


B^majS 


G-9 

-o 


C9£5 

too. 


F6 

-e- 


XT 






jTF 


T X T 


SUB V 


B9 (alto) Emaj'1 
-O lo 



B9(alt5) Emai? 

L_ 


'P7 F s' 9 (alt 5) Bmaj7 



(Eb 9 ) 


(Eb9) 
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(Bb9) 


drop2 {3 5 \>1 [>9} 

C7(W#5) = Dt-6 / Bt>-7t>5 / F|9 

The ninth (no 3) chord voicing will be omitted, due to the awkward fingering and the \> 9th interval produced. The 
drop 2 Sub V chord produced is a dom9 chord, and although all four inversions are available to the dom7f|5(^9) 
chord, the inversion producing tension 9 on the 5th string on the dom9 Sub V chord will be omitted. There are four 
applicable inversions: 


dom7|5(l>9) 


3 45 \>1 l>9 

I? 7 l>9 3 |5 

i 5 \>1 \?9 3 

t9 3 $5 \>7 


SUB V 


C+7(b9) 

G-9 Fmaj9 

-e- l>e- «» 


Bb70>9/^5)_. „ 
p_7 Es 6 

bxx 


t>e- 


P6- 


F7#5(b9) 

C-9 Bb6(9) 


E7(b9/|5) 

B-9 Amaj9 


XL 


_ZQ_ 


XCL 


-o 


Cit-9 F±19 Bmaj9 

4° — §& — '<> — 


I 

Sub V not applicable 
(9 on 5th string ] 


n - 9 


B9 i±jinaj9 
-3© — 




F-7 Bb9 Ebmaj? 
I>& oe- n 


dom7$5(}}9) drop2{3 |5 7 |9} 


C7(j|9/#5) = Emaj7l>5 


The ninth (no 3) voicing will be omitted, due to its incomplete nature. It forms a complete mm7f 5 chord, which will 
be examined later for its dominant qualities. 


Avoiding tension |9 on the 5th string leaves three applicable drop 2 voicings: 


:p 

#9 

bl 

3 


i>7 1 9 

3 #5 

49 3 

1:5 \>1 


i 


E-7 A+7(#9) Dmaj7b5 

|>e- 


XX 


XI 


G-9 C749/K5) F6(9) 

h-e- 


XL 


D-9 G7(|9/#5) Cmaj 7b 5 

-©■ i-es- ■ £i 


SUB 


v il 


w 


Sub V not applicable 
(9 on 5th string) 


C+t-9 Ff 7(13/9). B6(9) 

JtxL_ 


^€> 


Git-7 Cit7(13/9) Fjimaj9 
Jin . iso 


3 
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doin7sus4(9) 


drop2 {4 5 \>7 9} 

C9sus4 {4 5 \>1 9} 
C9sus4 { 1 4 \>1 9j 


ninth (no 5) { 1 4 \>1 9} 

= G-7/Bb6 
- D-7# 5 


Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 5) chord 


inversions: 


drop 2 


Drop 2; 


9 

t7 

4 


\>1 

4 
9 

5 


4 

\>1 


ninth (no 5); 


9 

4 

1 


\>1 

9 

I 

4 


1 

4 

9 

[>7 


m 


G-7 C9(sus4) Fmaj9 
— e — -Q q 


(G-7) 


F-9 Bb9sus4 Ebmaj9 

O [LB- P-CL 


(F-7) 


D-9 G9(sus4) Cmaj9 

■O- -O- 


(D-7) 


CL 


Ninth! no5); 


D7sus4 G9sus4 Cmaj 7 

XL 


G7sus4 C9sus4 Fmaj7 D7sus4 G9sus4 C6(9) 

— K* ++ 

XL 



(A-7#5) 

(F/G) 


(D-7#5) 


(A-7#5) 


dom7sus4(|>9) 


drop2 {4 5 \>1 \>9} 

C / sus i 9) = G-7 b 5 / B|?-6 

The nmth ( no 5) chord voicing will be omitted due to the 1,9th interval, it will reappear later as a hybrid chord There 
aie tour applicable drop 2 inversions: y 


4 5 pi 

\fl \>9 4 

5 p7 \,9 

\>9 4 5 

F7sus4 Bb7sus4(b9) Ei>maj' 


\>9 

5 

4 

] ^ 
^ / 






4 


(F-7 bo) 


D-7 G7sus4(b9) Cmaj 9 

j 

-B- the * 




(D-7i>5) 


t 


G-7 C7sus4(ij9) Fmaj9 

— O- o Q — _ _ 


(G-7b5) 


C-7 F7sus(b9' ; B?maj9 
bxL ~ 


X) 


-1L 


(C-7b5) 
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TENSION ADDITION BY STRING 

In the following chord progression, voice tension 9 on the 2nd string only. Use drop 2 type voicings first, then repeat 
using the ninth (no 5) chord voicings only. This is a good example of the ninth (no 5) voicings being more appropriate 
since the drop 2 voicings, having the 7th in the bass, travel below the recommended Low Interval Limits. 

G7(9) F}}7(#9) Fmaj7(9) E7(|>9) D-7(9) Dj>7(9j Cmaj7(9) 

Now voice tension 9 on the 3rd string only in the above chord progression. 

Finally, voice tension 9 on the 4th string only in the below chord progression. 

C7(9) B7(l?9) Bt>maj7(9) A7([>9) G-7(9) Gl>7(9) Fmaj7(9) 

Tension 9 on the 5th string will be avoided. 

In the following chord progression, tension 9 alternates between the 2nd. 3rd. and 4th strings. After preparing this 
progression, the student should compose his or her own line on the same progression using a 9th tension on 
each chord. 


Cmaj9 A7(b9) D-9 GS E-7b5(9) A7(b5/b9) D-9 F-6(9) C6(9) 


h « iLn a : 



— tr — 

^ 


S3 





„ r 

1 Ti 

@ 








_ _ 









vL‘ j : 





_U lJ 




The following examples will use various ninth chords over a typical “Jazz” or “II— V” blues form. Remember to try 
both drop 2 and ninth with omitted 3rd or 5th voicings when tension 9 is in the lead. Inversions of the ninth (no 3) 
or ninth (no 5) chord voicings beyond the root inversion with 9 in the lead will be completely notated. 


Lpd v.cs>o r 




u-% 


Fmaj9 



p 


E-7b5(9) A+7(b9) D-9 G7(b9) 

^ -&■ \h9- 


I 


C-9 F+7(#9) 

-U2 fl g 


Bb9 Bb-9 Ep 9 A-9 D7b5(b9) Ab-9 Db7b5(9) 



i „ k 

fi. pa 

£ *£ b* k 

& . hi 

£2 


2 

r i 

or 




, 1 | 




4 


1 


. 1 

1 

1 ! 

! : 



_j 




G-9 G9sus4 C7b5(#9) C7it5(b9) F6(9) D7#5(Jt9) G-9 


C9it5 


F9 



«j 


43 


This next example makes use of several different ninth chord inversions with the omitted third or the omitted fifth 
Note the chromatic voice -leading in bars two, three, and four into bar five. Also note the voice-led scale pattern in 
the last three bars before the end. The same “II- V” blues form used above has been transposed to the key of “Bj," 
for this example. 

""V 

Bt>maj9 Bb6(9) A-7b5(9) D7(#5/b9) G-6(9> C7(#5/#9) F'Ssus4 Bb9#5 


4 

) * ” 

& T 

= ^ , 

£ 

n i 

~ V 

1 

% 

1 

!=■ 1 Eg 

£> — 

g = 


Eb9 



Eb7b5(#9) Eb-9 


Ab9 

''on. 


D-9 

-& 


1 


G9#5 D^-9 

# V&i 


Gb7i?5(#9) 


thS- 




m — c- 



n. 

J 


F7ft5('b9) gbQ 
F7sus4fb9) 


G7£5(b9.) 


C9 F7sus4(b9) 

, On. W> 



The following dominant “turnaround” example uses all four of the inversions of the dom9{no 5) chord. 



Tension 9 on the 5 th string lor the above F9 chord has been included for demonstrative purposes. It is above the L.I.L. 
for tension 9. 
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Chapter 8. 
Tension 11 


There are three basic substitution approaches to adding tension 1 1 to basic four-part 7th & 6th chords: 

I i for 5 {13 7 11) 

I I for 3 {15 7 11} 

1 1 for R (3 5 711} 

11 for 3 or 5 is the traditional drop 2 substitutional approach, while 1 1 for the root can often produce a new drop 2 
or ninth chord with omitted 3rd or 5th. 1 1 for the root or 5th. subsequently retaining the guide tones, is m most cases 
preferable. If the 5th is needed, the root would be the preferred note to omit with the 3rd being the last choice. 

The addition of tension 1 1 to some of the basic four-part chords can produce both physical and harmonic difficulties 
within certain inversions. This in itself might dictate which note the 1 1th should substitute. As these problems arise 
they will be addressed and appropriate recommendations will follow. Some of these difficult inversions wiil become 
quite useful as additional tensions are added. 

by use of enharmonic s, the previous four-part 7 th & 6th chords and 9 th chords produce some of the most useful 1 1 th 
chord structures: 


Cmaj7{jill) 

[ 1 1 for 5] 

Cmai7l?5 

C6t#ll) 

[11 for 5] -- 

C6[?5 / A-6 / Fjf-7|?5 

C-7(ll) 

[11 for 5] 

F7sus4 


[11 for 3] 

C7sus4 * 


[11 for R] 

G : 7(5 

C-7t5(ll) 

[11 for 3] 

Gbmaj7b5 

C7(|ll) 

[11 for 5] = 

C7k5 

C+7(#ll) / C7(alt5}/ C7(b5/l>13) 



[11 for R] 

Gt>9(no 5) 


[11 for 3] 

Ab9{no 5) 


Note the unique substitutions arising from the [1 1 for 3] C+7(ji 1 1 ) chord. Since this voicing is the same as A[>9 
{ 1 3 [>7 9}, the past aE> 9 substitutions can be added to C+7(| 1 1 ) and its Sub V chord G[?9b5 { i 3 [>5 9 } . When tins 
is done, a dominant type chord appears on each note of a whole lone scale: 


C+7(#ll) 

C 

1 

Vi 

G\> 

[?5 

G# 

ft A 

Is 

t7 

D7(alt5) 

*1 

P 

E9;alt5) 

#5 

9 

J 

p 5 

Fit 9(1? 5) 

b-5 

1 

Q 

3 

At 9 

*"l 

3 

[>7 

l 

9 


9 

#5 

frf- 

1 


C-6(l 1 ) 

[ 1 1 for 5] 

_ 


f 1 1 for 3 ] 

- A-7#5 


r 1 I for Rj 

= F9fno 5 ) 

C-maj7(l 1 ) 

[11 for R] 

" G+ / 


fc'The inversions containing the 1 1th in the bass are weakest. 


(F|maj9t>5) 


The tritone produced by the notes B and r (on the C-maj7(l i } chord) forms an ambiguous or weak sound, since it 
is the guide tones of G7, C minor’s V7 chord. The two inversions placing the tritone in the bottom of the voicing 
are weakest. 
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Seven new voicings will be introduced in this chapter: 


Cmaj7(f 11) 

[11 for 3] 

[11 for R] 

[1 5 7 *11} 
{3 5 7 111} 

C6(#ll) 

[11 for 3] 

[11 for R] 

U 5 6 111} 
{3 5 6 Jll| 

C-7tS(ll) 

[ 1 1 for R] 

{[>3 l?5 b7 11 

C7(#ll) 

[11 for 3] 

[1 1 for R] 

{1 5 W ill) 
[3 5 |>7 #11} 

C-niaj7(li) 

[11 for 3] 

[li for 5] 

{1 5 7 11} 

{1 [>3 7 11} 


Note the above voicings that function for two different chords: 


Cmaj7(f 11) [11 for R] — >3 5 7 

E G £ 

t>3 j>5 t>7 



C|-7t5(l 1) [11 for R] 


C7(|ll) 


[11 for 3] 



11 


5 

G 


b7 

Bp 

t>3 


in 

n 

7 < — G-maj7( 1 1 ) [ 1 1 for 5] 


Many of these new voicings create physical and harmonic problems within certain inversions. Consideration should 
be given to the desired sound and the appropriate context when using these inversions. The tritone can produce a 
unique, if not weak, sound when placed in the middle of the following voicings: 


7 

Cmaj7(#ll) [11 for 3] #J1 

1 

5 


C7(#ll) 

[11 for 3] 

[>7 

#11 

1 

5 

C6(#ll) 

[11 for 3] 

D 

in 

1 



5 

C-maj7(ll) 

[11 for 5] 

[>3 

/ 
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maj7(|tll) 

11 for 5 {13 7 #11} = maj7[>5 

There are three applicable voicings 3 1? 5 7 

7 1 3 

b5 7 1 

1 3 i>5 


G-7 



C7{#5/#9) Fmaj7b5 A7sus4 


A7b5 Dmaj7b5 G7sus4 
-e- tre- ~ 


G7b5 Cmaj7b& 

ti xi 


11 for 3 (1 5 7 1 11} 


There are two applicable voicings: $11 

7 

5 

1 



G-9 



C7b5 Fmaj7(#ll) B-9 
kcr an 

II >o 


E7{#9) Amaj7(#ll) 

Q 


11 for 1 {3 5 7 #11} 

There are three applicable voicings: $ 1 1 

7 


Cmaj7(#ll) 

5 7 

#11 #H 

7 3 


C#-7|,5(ll) 


B-9 E+7 Amaj7(UU E-9 A4? Dmaj7(#ll) E-9 Eb7(fe'5/#9)Dmaj7(#ll) 

ri. ! I Li' O ^ Li ^ 


fs "B- - 

So _iio r feo ^ 

w " 

Li ^ ] 

nr 



rr-rtiB 

’T | ■ ■ (. 

t n 

r r 

TT]m 


' ‘ u 

-~r — — e L 

£j 


iZTT: ZZ ftii 3 
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maj6(jill) 


11 for 5 {13 

6 #11} = 

maj6(b5) 

C6(b5) = A-6/F|-7b5 

There are four applicable voicings: 3 

b5 6 

1 



6 

1 3 

\>5 



i>5 

6 1 

3 



1 

3 j? 5 

6 

G-7 C7(#5/b9) F6b5 


E-9 A7(*5/?9) D6b5 

] 

G7(#5/b 9) 

D7sus4 C6b5 B-9 E+7 A6b5 

— g Q jt.D ^ 


fto— — 

O 

-fr ° A ^ & „ 

-I® _ 

"ii -h- -1 


11 for 3 { 1 5 6 |l 1} 

There are two applicable voicings: 6 1 

jjl 1 5 

1 |11 

5 6 


llforl {3 5 6 jfll} 

There are two applicable voicings: 6 5 

#n |ii 

3 6 

5 3 


min7(Il) { 


IS 


B-7 E7(#9)A6(Ul) B-9 

h ho a ~ -e- 


Bb7 A6(#llj 




w 






E7(b9/#5) 

B-7 A6(#ll) 

~ {to. 




Db7(b5/{t9) 

d- 9 cecni) 


o 




ZDI 


II for 5 { 1 [>3 [>7 11} C-7(l 1) = F7sus4 


All four inversions are applicable: \>3 11 \,J I 

&7 1 \>3 11 

II !>? 1 [,3 

1 b'3 11 \>7 


C-o llj B9 Bb 6(9) E-7111,) A7bo Dmaj7 C-7CL1) F7(b9) Bt>maj9 G-7(ll) C7b9 F6(9) 



fl 


1 1 for 3 


: ! 5 h7 1 1 1C-7(1 1 i 


C7sus4 


All four inversions are applicable: 1 1 

p 7 

5 

I 


5 


% 

J 



1-7 

11 

1 

5 



C-7.C11) F7p 9 B?maj9 C-7(ll) F+7(b9.) B?maj9 A-7(ll) Ab7 Gmaj9 A-7(ll) 





Ab7 


Gina j 9 

b-e* 


i 

i 
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11 for 1 


{ t>3 5 \>1 1UC-7(11) = G-7(|5) 
All four inversions are applicable: 


1 1 

5 


o 

1>3 

\>1 

11 


t>7 

11 

3 

5 


p3 

5 

11 

S>7 


C-7(ll) B7 Bb6(9) C-7C11) B7(#9) Bb6(9) A-7(U) 

** < i c ■. _ i_q 4f tin n 


, Ab7 Gmaj9 A-7(ll) D7 ^5/i;9) 

i ub(y ) 






f 


U=L.? 


a 




-g.'O 


e-© 


Af pxl 


-£-6— 


3®: 


-eC 


lEX 


■©- 


(Eb/F) 


min7l>5(ll)j 


11 for 5 not applicable 


11 for 3 | 1 [o 1 7 11 jC-7b5(l I ) = GhmafkS 

There are three applicable inversions: 11 p7 1 

1*7 11 t5 

1.5 1 11 

1 1,5 \>1 


C-7b:5(lll B7 Bb-6(9) C-7b5(ll) F7b9 Bb-maj9 G-7b5Ql) Gb7 


F-6 


j 

0 ^ _ . U ° ** o to ^ 

4 

j v,- ^ ^ 




-k 

h — l 

~ — — T 



1 ■ t: 


11 for 1 


{13 1,5 1.7 ll}C-7t.5(ll) = Bmaj7(itll) 


There are three applicable inversions: 


11 

S.7 

b5 

b3 


k5 

11 

1.7 

b3 


1.7 
11 
1 3 
l5 


D-7bo(ll) Db7 


I 


7^- 


C-6 

_JQ 


W 


kg 


G-7b5(llj F7iJ5 


n 'jvP 


B?-6 

i?xi 


i ?o 


D-7>5(11) G7(#5/K9J G-60 




t?n_ 


331 


min601) 


Tension 1 1 on a miti6 chord produces a very strong IV chord sound in relation to the Imin6 chord: 


C-6(ll); ] 1 for 5 

1 1 for 3 
1 1 for 1 


F7 

F(add9) (A-7#5) 
F9 


Those voicings containing the characteristic 1> 3rd of the min6 chord might sound a little more complete than the 1 1 
for 3 voicing (15 6 11). 


11 for 5 {1 \>3 6 1 1 } 

There are four applicable inversions: 


\>3 11 6 1 

6 1 \>3 1 1 

11 6 1 1,3 

1 k5 11 6 


F*-7b5 B7b5 E-6(ll) D-7b5 

-e- _o_ [>e- 


G7 C-6( 11) D-7?5 G7f)i9/(t5)C-6(ll) A-7^5 D7(b9) G-6C11 




o 


'o 


XL 




(A7) 


(F7) 


CF7; 


IC7> 


11 for 3 (15 6 11) 

There are four applicable inversions: 1 1 5 

6 1 

5 6 

1 11 

F?-7b5 F7 E-6(ll) E-7i?5{ll) E?7 D-6(ll) 



6 1 

11 5 

1 11 

5 6 

BATS E7(#9) A-6tll) A-7b5 D7(b9/j|5) G-6(ll) 



11 fori (1,3 5 6 11) 
There are four applicable inversions: 


11 5 6 i>3 

6 1 3 11 5 

P 6 [?3 II 

1*3 11 5 6 


G-7fc>5 Gb9 F-6(ll) 



(Bb9) 


D-rb5 G+7 C-6(ll) C-7b5 F7(b9) Bb-6Q1) F#-7b5 B7(b9) E-Gill) 
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minor maj7(ll) j 


The tritone produced by the i i and 7 of a minor maj7 type chord is also the guide-tones (3 and S?7) of its V7 chord, 
producing a potentially ambiguous sound. The notes B and F are both 1 1 and 7 of C-maj7(l 1) and 3 andt>7 of G7. 
The root and/or \> 3rd of the min maj7 chord are basic chord tones that are not common to its V7 chord and best support 
the 7 and 1 1 of the min,maj7 chord. This implies the { 1 \>3 7 11 j voicing and is perhaps the strongest of the three 
different voicings introduced here. Of all the voicings used, those inversions placing the tritone (11 and 7) in the 
bottom are the weakest. 

11 for 5 { 1 F3 7 11} C-maj7(ll) = F7(|ll) 

There are two applicable inversions: b'3 7 

7 l?3 

11 1 

1 il 


G-7b5 C7C#5/#9) F-maj7(ll) D-7b5(ll) G7(ji9) C-maj7(ll) 


-t o jtn 


. Tf 


l jOL 


5- t > 

ll 


ITTA 




V v 

il [m. 







_ Ll 


eJ 


11 for 3 {15 7 11} 

There are three applicable inversions: 


115 7 

7 1 11 

5 7 1 

1 11 5 


B-7b 


Bb7 C-maj7(ll) E-7b5 A7b5 D-maj7(lT) E-7b5 E7(#9- A-maj7(ll) 



11 for 1 { b 3 5 7 11} 

There are four appitcabie inversions: 


C-maj7(l 1 ) = G+7 


11 5 

7 |?3 

5 7 

1-3 11 


t 

II 

[-3 


[>3 

5 

1! 

7 


E-7b5 A7b9 


D-maj7(ll) 


£L 


O 


D-7b5 G7(b9J 

fe- 


C-maj7(ll,) A-maj7(ll) G-maj7(ll) 

B-7bo E7(#9.) ‘ A-7b5 D7(b9) , 


o 


XL 


n 


(A+7) 


(G+7) 


(E+7) 


(D+7) 
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dom7(#ll) 


11 for 5 


1 3 W #11} = dom7i>5 


There are four applicabie inversions: 


3 If 5 

1>7 1 

[>5 b7 

1 3 


pi 

3 

1 

1)5 


1)5 

3 

1)7 


£ 


G-7 C7b5 Fmaj7 G-9 C7b5 Fmaj9 G ' 9 C7?5 Fmaj7 D-7 G7i-5 Cmaj9 
■ e n tv ii ° p . . _ir~r 


PXL 


o 


„ u r n * _ _ . n C£-7 Gb7b5 Bmaj7 Ab-9 Db7b5 Gbmai9 

Ctt-9 F£7b5 Bmaj7 C#-7 F£7?5 Bmaj9 L , 

xr b xx b. 

XT g<> gO 


j?_o a.o. 


l>» 




SUB V 


11 for 3 {1 5 |? 7 | U } 

There are two applicabie inversions: 


C7(j}ll) - G-maj7(ii 

11 \>1 
7 #11 


5 1 

1 5 


Bb-7 Eb7(#ll) Abmaj9 F-7b5(9) Bb7(Ul) Eb-6 


I 






bxi 




. ih> 


XL 


XL 




IX 


E7sus4 A7b5(b9) D6(9) B7sus4 E7b5(b9) Amaj7(311) 


SUB V 



xa -e- 

*£n tin 




1 ' 

: 


! . - ° 



TS 

. — — 


1 O UJ 


11 fori (3 5 1)7 #11} C7(# 1 1) = G^7(b9) {13 1.7 \>9} 

There is one applicable voicing: # 1 1 

3 

This is the same voicing as the 1st inversion of the ninth (no 5) voicing for a dom7(b9): 1 


I 


B7sus4 


E7(#ll) 


Amai9 

XL 


if 


3 

1>9 

\>1 


B?7(b9J 


E?6 


P-7C11) 


dom7|5(|ll)/dom7falt5) 


[11 for 5 not applicable] 


A unique chord in that 1 1 for 3 and 1 1 for 1 produce the same inversions found in the dom7(9) { 1 3 \>1 9} chord: 

C7(alt5): 1 1 for 3 

11 for 5 

11 for 3 (1 55 \>7 $1 1 

There are four applicable inversions: 

P 

111 

E7sus4 E7(alt6)A6(9) A-9 D7(alt5) Gmaj9 E-9 A7(alt5) D6(9) D-9 G7(alt5) Cmaj9 


- 

At. 9 


— 

Gi>9 


$11 

*+ - 

V ■' 

bl 

1 

$n 

$5 

b? 

i 

! 

1 

mi 

its 


4 




XL 




-e- 




Cl 


M 




(C9 ) 


fBh 9 j 


(F9 


(Eh 9) 


i v v . ..... 

F7sns4Bb9b5 Ebo Eb-7(11) AbSb5 Db6(9J Bb-7 Eb9b5 Abo Ab7sus Db9(b51 Gb6(9J 

i 


P.£X ?XL 


PXt 


■ i>c- 




r^e- 


SUB 


:BV m 


Hr? 




(Tension 9 on 5th string) 


11 for 1 {3 1 5 [>7 $11} 

There are four applicable inversions: 


in I 5 


1.7 

ii- 

* _■ 

3 


[>7 

P 


w 

#5 


3 

^5 

In 

ill 

1 7 


4 


A7(alt5) 

A- 7 D7(alt5) Gniaj9 G-9 C7(aito) Fmaj9 E-7(ll) D6(9.i 

-e- ■&- , rK> o ^ m -o- 


_o_ 


JlXL 


A 


TT“ 


ir 


vrr£ 


D-9 G 7 (alt 5) Cmaj7b5 
■«- -a XL 

:z=j 


- 1 


v Dj?mai7(ifil ) 1,1 ^ v . 

E.b-7(11) Ab9 J C$7sus F59 Bmaj? 3?-V Eb9 Ab6 A ’- & D ^ 9 G^iaiT 

?Xi ££L PXL 


. [>e- 


XL 


SUB V 






XL 


se- 


!K> 


XL 


[>e- 


I 




(11 for 3/11 for I combinations); 

G7sus4 C7(alt5.) 


Fmaj7 D-9 G7(alt5 


fi r [4S — ^ 




- ? :»£ 


(A? 9; :GbS, 




Cmaj9 

r. 


A?r 


-no- 


(Eb9) (Db9) 


n ension 9 on 5th string) 
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The following examples will use various eleventh chords over a typical “Jazz” or “II-V" blues form. Some unique 
non-drop 2 type voicings have been introduced in this section. They will be fully notated when used. 

Drop 2 type voicings also give the option of substituting tension 1 1 for the 3rd or 5 th of the chord. If the 5 th is altered 
or voiced in the lead, tension 1 i will substitute the 3rd. When either option is available, voice-leading and L.I.L. will 
determine which is best and will be fully notated when only one option is desired. 

An additional voicing for the dom7$5(| 1 1 ) ordom7(alt5) chord which was not presented earlier will be introduced 
here. This voicing has the jil 1th (orb 5th ) substituting the t»7th; (1 3 [>5 §5), and enharmonically produces a dom7|| 5 
chord: C7(alt5) (1 3 \>5 f 5) = A[>+7. This voicing will appear several times in the following example. 


P 


Fmaj7(|ll) 

£L 


E-7b5(ll) 

-r^- 


A7b5 


jz . 


D-7C11 ) 

SL 


G7#5(#ll) 
~'bg - 


- & = 

I j 

(A-735) (Eb9) 


C-7(ll) 

I pg 


F7(alt5) 

I 




(B9) 


Bb7 


B?7b5 


Bb -7(1 1 j E?+7(ifii; A-7(li) D+7(#H 

^ ® ^ V 


Ab-7(11) Db7(alt5) 


m 


m- 


¥ 


(Eb7sus4) (B+7) 


m 


T 


(D7sus4) (Bb+7j 




(G9) 


i 


G-7(ll) 

tti 2 . 


G-7 


C7(alt5J C9(b5) 

'\hs- 


HSL 


F6(9) 


III. 




D7(*ll) 
bs. 


G-S 


n&c. 


£ 


A *7 


(Ab+7) lGb-t-7) 


C7i>5 

\>JSL 


Z%L 




Fmaj7(;tll) 


in 


±t 





The following example transposes the “II- V” blues form to the key of “D.” Note the contrary chromatic voice- 
leading of three voices from the D7(alt5) chord to the G9 chord and the two voices from the G9t>5 chord to the 
G-9 chord Also note the parallel chromatic voice-leading of two voices from the C7t>5 chord to the Ff -7(1 1) chord, 
the B[>+7 chord to the E-7(ll) chord, and the D6(9) chord to the B7(alt5) chord. Three voices move in parallel 
chromatic motion from the E-9 chord to the A7(alt5) chord. 


D6(9) Dmaj7(#ll) C+t-7b5(ll) Fff 7 (alto) B-7(ll) E7(alt5) A-7(ll) D7(alt5.) 


at 


JLa. 


; 




m 


w 

(d+7: 


Z32 


9-15^- 


(F#~7#5) 


s 

(C9) 


j — &> 


■li 


m 


(E-7#5) (Bb+7) 


G9 

G9 

?5 

G-9 


g — — 

-€? 



* i 

p 

- ~ . op - 



P 


(DI-+7) 


C7b5 
- 4 a — 


F3-7(1U 


4^ 






B7b5 

-fii& 


F-7(ll) 


Tritrs? 




■a 

(C-7#5i 


Bb+7 


E-7(ll) 


I 


m & 


(B-7S5) 


E-9 


A7(alt5) 

* 




f 




D6(9) B7(alt5J 

g 


E-7(ll) A+7 

-a- a- 


D9b5 

he- 


(Et>9) 


(F9) 


(G9) 


(B-7#5) 
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Chapter 9. 

Tension 1 3 


13 for 5 or i { 1 3 7 13 ( or ( 3 5 7 1 3 } will be the tenston substitution formula used in this chapter The only exception 
will include one of the two new voicings introduced here. The dom7 k 5( 1 31 will introduce 1 3 for 3 U k 5 k 1 1 3 1 These 

n ‘f Lp'mf trf JOr u 3 ?u Ven th °“ Sh e it haS been rem0Ved ' The other new introduced is the dom7sus4(13) 

(14 VI 13 } . Note the 3rd inversion forms an upper-structure triad: FI3(sus4) = B^/Ek 

J r h jf ? hap !f Wl11 refer to tension 13 as a 6th when used on chords containing a maj7th. The 6th can be placed above 
or below the maj7th, while the 13tn (which accompanies the j> 7th) can only be placed above or next to the 1,7th. 

As mentioned earlier, this chapter will avoid dominant chords containing both a natural 5th and J, 13th These notes 
produce a weak Sub V chord containing 1 9 and natural 9. This applies to the dom7(|> 1 3) chord. l> 1 3 must substitute 
the 5th enharmomcally, producing a dom7#5 chord. This chord has already appeared under the Tension 9 chapter 
as the Sub V of the domSkd chords C7| 5 - GkSkd. Its related II-V-I si.ua.iiu can be observed STlSSS 
“f ds wdh a "f 5*h and tension? 13 will be examined in the Additional Enharmonic Chordal Substitutions 
chapter. Dom7[,5(h 13) has already been introduced in the Tension 11 chapter as a dom7#5({f 1 1) or dom7(aIt5) 


This chapter also will avoid using the [> 13th on a dom7sus4. This produces a very ambiguous sound: 

C7sus4([>13) { I 4 W 1,13) = Al,6(9) orF-7(ll) 

C7sus4([»13) {4 5 1,7 p 13 t = A^maj7(6/9) or Fm(l l/9j 

maj7(6) 


6 for 5 {1 3 6 7} 

Cmaj'7(6) - Fmaj7($ll) = F|j-7l>5(ll) 

There are three applicable inversions: 3 7 1 

7 3 7 

6 1 3 

1 6 6 
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6 for 1 {5 3 67} 

Cmaj7(6) = Fmaj9(b5) - G6(9){1 3 6 9} 


there are four appii cable inversions; 


i 


A- 9 D7(#5/#9) Gmaj7(6) 

£ L PjQ- 


F-9 Bb 7(b5/b9) E?maj7(6) 

tl£L PJi. 


¥ 






T*> 


C-9 F7(85/#9) Bsmaj7(6) A-7U1) D7sus4(b9) Gmaj7(6) 


— t 

(f 1 - 1 

«- 

^HZ : 

>1 

* r 


nr? 




y Is i 

— „ 9 — 


ma 


■J7t5(6) 


6 for 1 (3 b5 6 7} 

There are four applicable inversions; 


(6 for 5 not applicable) 

Cmaj7t>5(6) = B7sus4 


3 

6 

1>5 

7 


1-5 

7 

6 

3 


6 

3 

r-f 

1-5 


7 

i>5 

3 

6 


D-9 

-&■ 


G7(£5/#9) Cmaj7b5(6) F-9 

3£L -e 


£L 


B b 7 ( b 9 > Ebmaj7b5(6) 


S 


(B7sus) 


(D7sus) 


i 


A-7 

-e- 


D7(25/£9) Gmaj 7b 5( 6 ) C-9 

-o. bn 


F7Cft5/i>9) Bc>maj7b5(6) 


.r~ 


(FSTsus) 


(A'isusj 
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min maj7(6) 

6 for 1 {p3 5 6 7} C-maj7(6) = B+7 

There are four applicable inversions: \>3 5 6 7 


6 7 

b3 

5 


5 6 

7 

i?3 


7 b3 

5 

6 


D-7b5(ll) G7(#5/#9) C-maj7(6) 

D-7b5 

G7(b9) 

C-maj7(6) 

A.__d ^ 

: 0 - 

O 

... . 0 . 

=" =1 

^ (B+7) 

T — “ 

(B+7) 


B-7t-5(9) E7($5/S91 A-maj7(6) 


i 


XL 


A-7b5 

++ 


D7b9 G-maj7(6) 


Oxx 


*j 


(G?i+7 ) 


(Ftf+7) 


6 for 5 


{11-3 6 7} 


There is one applicable voicing: 


7 

l>3 


C-maj7{6) =F7(|ll) - B7(b9) 

F7(#9) 

Ho 


i 


C-7b5(ll) 

an 


3 \>1 1 , 9 ) 

Bb-maj7(6) 
, +> 


3§ 


min7b5(b 13) / min7(ait5) 

b 1 3 tor to is noL usually an appropriate substitution, since the I? 5th is an important characteristic chord tone. But in 
fact, the b 13th tension on a minor chord does dictate an accompanying b 5th chord tone. The only other possible chord 
sound would be a very incomplete dom7(j|5/| 9) chord. For this reason, the 1? ] 3th for loth substitution, (1 b3 b7 
b 13(i5) | - min7|i5, will be examined as a mildly incomplete min7 b5fb 13) chord. 

C-7(|5) = F-7{ 1 1 ) {[-3 5 b? 11 | = Bb9sus4 { 1 4 b7 9} 


There are four applicable inversions: 


1 b-3 #5 b7 

#5 ! j 7 1 b 3 

b3 £5 1 

\>1 1 b 3 #5 


A-7$5 D7(#5/#9) G-6(9) C-7(#5) B7 Bb- 6 ( 9 ) 


f 


\?xx 


IQI 


42ZCE 






E-7^5 A7(t9) D-6(9) A-7£5 D7(alt5) G- 6 ( 9 ) 


XI 


40 . 


m 


(F/G) 


is 
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I? 13 for 1 {[>3 \>5 \>1 b 13} or {\>3 \>5 #5 l>7} 
C-7i?5(i? 13) = Gl>6(9) {1 3 6 9) = Emaj9[>5 = 


There are four applicable inversions: 


[>3 

II 

\>1 


C-7b5(bl3) F7(b9) Bb-6(9) 


Bmaj7(6) 

>5 1 5 \>1 

?1 t3 1.5 

\5 \>1 1,3 

^3 i? 5 1 5 

E-7(alt5) A7(#5/b9) D-6(9) 



G-7b5(b 13) C7(£5/#9) F-6(9) 

A-7(alt5) B7(if5/f9) G-6(9) 

, IQ ^ r 


! b ti , 

S ^ L —O U 

“fe ■ . P 

O - 

si ' rs it 


(Cm/F) 


dom7(13) 

13 for 5 {13 1)7 13} C7(13) = G[)7(l>5/#9) = Btmaj9(|,5) {1 1)5 7 9} 


There are two applicable inversions: 




C-9 

f. \}£L 


F13 

Bb6 

D-7 

G13 

C-maj9 

-e- 

2X1 

— e 

D 

£3 


SUB V 


F#-7 B7(b5/#9) E6(9) Ab-7 Db7(b5/±t9) Gbmaj9 


A ^ 3X3 b 

XI 7^ 



J 



J 

i 

m 


J J 


& 

U 

1 1 




13 for 1 


[3 5 1)7 13) 


There is one applicable inversion: 13 

3 

1)7 

5 


C13 = G-6(9) [1 [)3 6 9} 

G-9 C13 Fmaj9 


f 


TTT 


_Q, 




SUB V 


£ 


Cfe-9 




m 


Fit7(alt9) 

-e- 


Bmaj7 

fee- 
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dom7[>5(13) 


(13 for 5 not applicable) 

13 for 1 {3 [>5 I? 7 13} C13[o - Gl>7(|9) {1 3 S>7 ^9} 


There is one applicable inversion: 13 

3 

\n 

l>5 


G-9 


C13b5 


Fmaj9 



1 



9 

m — ~ — ----- — j 


CS-9 


SUB V 


<£— 


5 


1 

F#7(#9) 


Binaj7 

je- 


13 for 3 {1 1.5 [>7 13 } 

There are two applicable inversions: 


3 

13 

t5 

b7 


t? 5 
3 3 


D-9 G13b5 Cmaj9 


sub v 4 




F7sus4 F13b5 Bb6(9) 



8 - 

3fe= 4 “ XXX 

rv - ■ o 


At -7 Db7(b5/#9) Gbmaj7 


XL 


DXL 


F£7sus4 B7(b5/H9} E-6 

XL XL XL 


dom7sus4(13) 


13 for 5 {14 1.7 13} 

There are two applicable inversions: 


4 

i>7 

13 


I 

13 
fc> ■ 


F13sus4 F+7 


B-?6(9) 


F13sus4 F+7 Bbmaj9 


— e u -r 

i 0 G G r 

: 




JSQ. l 





(Bb/Eb 
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13 fori {4 5 [>7 13} 


C13sus4 = G-9 { 1 1,3 \>1 9} 


There are two applicable voicings: 13 13 

4 V ,5 

5 4 


C13sus4 C7(alt5) 

b©- 


$- 


TXL 


Fmaj9 


© 




M 


C13sus4 C9b5 

bn 


Fmaj7s5 


ft 6- 


-5K3- 


The following examples will use various thirteenth chords in a “Jazz” or “II- V” blues form. Note that the 
dom7jf5($ll) or dom7(alt5) chords that were introduced in the past chapter appear again in this chapter as 
dom7b5(fl3). 


Fmaj7(6) 


E-7(b 13) A7b5(bl3.) 


D-9 


G7(bl3) 


C-9 


F7(b 13) 




a 

- — 

=G&= 

| 

g 


. ■ g 


1 

^r= 



(E 

kii 

-7#5) 

— w- — - 

(Eb9) 

-4? 

(G+7) 


(F+7) 


Bbl3 

A ^ 

Bb7b5(b 13) 

, \>e- 

Bb -7(1 1) 

, 1 ixs^ 

Eb7(bl3) 

(2 

A-9 

Q 

D13b5 

— -sS 

Ab-9 

ba2. 

Db+7 



-N? 


VP 


I 


£ 


(E9J 


(Eb+7) 


(Ab7(#9)). 


G-9 G-7(ll) C7(b5/bl3) C7(bl3) Fmaj7(6) D7(alt5) 

b^ £ 

•<5? 


— a. 




Sr 






G-9 C7(b9/b 13) Fmaj9 




_Cl 


5 


I 




f 


(G|+7) CC+7) 


(C6(9)) (Ab9) 
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< I ^S^^%^ le H n0 ' e i he * mUl ‘.l PiC functions °f ‘he d° m7 #5 an dm i n7# 5 chords . A]so note the different functions 

v „ , . -' 6 ' 5 , ; hora on ®, ret ,hree ™i< ; mgs. Finally, note the common lead tone on the last four bars. This “II- 

\ nines is m tnc key or C. 



F9 

F13 

F-7(ll) 

B? 13b 5 

E-9 

A7(b5/bl3) 

Eb-9 

Abl3i?5 




"~|T<g~ 

"f i . .. 1^7' 

_ & 

H®- 

* ig — 

— = — 

\)J3. 

j ' 

— i — , 

- 

Af 

-5=- 

~T(P- 

— ■ 


a . 1 K 

— 

L_1 

1 

frjs- 


(C-7#5) (E7(#9)) : (Eb9) 


G+7 G7(p5/b 13.) E-7(bl3) A7(b5/bl3) G13sus4G7(b5/pl3) CaddS 



(A-7U5) (A-7#5) 


(Eb+7) (E-7|5) (Eb9) (D-7(9/ll)) (Eb9) (E-7#5) 
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Chapter Ten. 

Two Tensions 


This chapter will examine the three different two-tension combinations produced by tensions 9, 1 1, and 13: (9 & 
13), (9 & 1 1), and (1 1 & 13). The preferred four-note voicings will include two tensions and the guide-tones, thus 
omitting the root and 5th. When a 5th or |i 5th is needed, the least needed guide-tone (usually the 3rd) will be 
removed. 

Some of the most effective voicings place the guide-tones on the lower two strings (4th and 5th strings) and the 
tensions on the upper two strings (2nd and 3rd strings). The first and third inversions of drop 2 type voicings arrange 
their intervals in this matter, producing some of the most useful voicings in this chapter. 

Since 9 and 13 are perhaps the most common tensions found together, this chapter will begin by examining them 
first, followed by (9 & 11) and (1 1 & 13). 


Tensions 9 and 13 


Those chords containing a j? 5th and natural 1 3 tension will be examined enharmonically under the Three Tensions 
chapter as $11 and 13: 

{9 $11 13} (t>9 $11 13} {$9 $11 13} 

Those dominant chords that contain both to and tension [>13 will examine two different voicing formulas: 

{3 t>5 9 1,13} and {to \>1 9 [>13] 

*The {[>5 t>7 9 1 13} formula will also be used as the min7l>5(t> 13/9) voicing formula in this section. 

This voicing will serve both subdominant and dominant functions in their following relative II-V-I examples. 

Note the ninth (no 5) enharmonic substitution chords produced by the {3 i>5 9 1,13} formula: 

C7 1, 5 ( h 13/9) - E9 {1 3 [>7 9 } 

C7[>5(i> 13/t>9) = E6(9) { 1 3 6 9} 

C7t>5([> 13/$9) = Emaj7(9) {1 3 7 9} 

Additional enharmonic chord symbol notation could also be used to aescrioe the above chords: 

C7[>5tl> 13/9): C+7($ 1 1/9) / C+7(9/'t>5) / C9($ 1 1/f 5) / C9($5/[>5) I C9(alt5) / C9([> 13/t>5) / etc. 

C7}>5(t> 1 3/1,9): C+7(J 1 l/l>9) / C+7(t>9/t>5) / C7[>5([>9/$5} / C7(i>9/alt5) / C7(^9/$5/i>5) / etc. 

C7t>5(t> 13/$9): C+7(# i l/$9) / C+7($9/[>5) / C7[>5($9/$5) / C7($9/alt5) / C7(|9/$5/i>5) / etc. 

As discussed in the Chord Symbol Notation chapter, $11 and j, 13 will be avoided in chord symbol notation. 
Consequently, I recommend avoiding the following symbol descriptions of the above chords: 

C7|>5fS> 13/9): avoid C7([> 13/$ 1 1/9) or C90 13/$ 1 1 j 
C7[>5(}> 13/i?9): avoid C7(bl3/$ll/)9) 

C7l>5([> 13/$9): avoid C7(t> 13/$ 1 1/$9) 

Due to the incomplete nature and limited voicings, the natural 5th produces, {5 7 9 13} voicings will be avoided 
in this section. They will be examined later in the Additional Enharmonic Chordal Substitutions chapter. 

With the exception of a dom7( 13/9) chord, all of the voicings used in this section have been previously introduced 
as basic four-part (7th and 6th chords) or 9th chords. As was the case in the Tension 13 chapter, a dom7sus4(b 13 : 
chord with 9 or t>9 will be avoided. 
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The following dom7 chords have already been introduced enharmonically in the Tension 9 chanter. Their relative 
II~ V- 1 examples can be observed there: 

C7(tl3/9): C+7(9) 

C7:>13/b9): C+7([>9) 

C7(b 13/|9): C+7(#9) 

The following dom7 chords were introduced by their Sub V chords in the Tension 9 chapter: 

C? f 1 3/9) = Gt>.+7(|9) 

C7(13/b9) - Gl>7(#9) 


maj7(6/9) 


{3 7 6 9} 


Cmaj7(6/9) = E7sus4 


Avoiding tension 9 on the 5th string leaves three applicable voicings: 


6 7 9 

9 3 6 

7 9 3 

3 6 7 


G7(#5/#9) Cmaj7(6/9) C-7(ll) F7sus4(b9) B:>maj7(6/9) A-7 

km ji. bn 


D7(85/i>9) Gmaj7(6/9j 



(E7sus4) 


(D7sus4) 


(B7sus4) 


min maj7(6/9) 

There is one applicable 


{b3 769} 


inversion: 



7 

t 


C-maj7(6/9) = B7#9 {1 3 \>1 |9} 

A-7 b 5(11) D7(#5/#9) G-maj7(6/9) 



(F£7(#9P 


min7i>5{t>13/9) 


|1>5 p7 9 b 13} C-7t5f9/tl3)= B[>+7 


Avoiding tension 9 on the 5th string leaves three applicable voicings: 

tl3 i>7 9 

9 t5 I? 13 

h7 9 b5 

l>5 h i3 b7 



C-7p5(p 13/9) B9 Bb-6(9) A-7b5(bl3/9) D9(b5) G-maj9 Fj}-7b 5(b 13/9) B+7(#9) E- 


6(9) 



(Bl?+7) 


(G+7) 


< i 1 - i l 7 i 


CE+7) 
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dom7(ji9/13) 


{3 \>1 |9 13} There are two applicable voicings: 




Only one example is needed, since the Sub V mirrors the original chord: 


C13(|9) = Gbl3(#9) 

13 A 1 9 

C#-9 

— 

F#13(j}9) 

■e- 

+ — — 

Bmaj7 

fie- 


p.... 

13 


^ = 




— — B 

1 7.... 

Bl> 3 




t 



3 

F. [>7 

G-9 

C13(#9) 

Fmai9 





4?-^ : 

/ c t 7 D Ti/ 'i — 

-a- 

o 





( v; , 

tJ 






dom7b 5(1? 13/9) 


[dom9(|5/b5)] or }dom9(alt5)] 





W 

{[>5 [>7 9 [>13} 


C7[>5([> 13/9) - Bk7 






Those voicings producing tension 9 on the 5th string will be avoided. However, the Sub V’s of these voicings will 
be examined since b 13(4 5) now appears in the bass. 

1? 13 b? 

9 [>5 

b7 9 

t>5 \> 13 


Four applicable inversions: 9 1 5 

[>13 \>1 

to [>13 

\>1 9 


I 


C7b 5(b 13/9) A7b 5013/9) 

G-9 Fmaj9 E7sus4 D6(9) 

■e- b-e- o -e- o ^ 


G9(+*5/b5) 

D-9 C(addB) 


E9(alt5) 

im. 


=c& 


t,- V 

{Bb +7) 

I 


(G+7) 


(F+7) 


~r~ 

(D+7) 


SUB \ 


4 


V 4 'i V 

Cii-9 F=}(9/#5) B6(9) (Sub V not applicable) Ab-9 Db(9/j}5) Gi>6(9) F7sus4 Bb+(9) Eb6 

a, u W ^ be- M 1 ^ bn. 

-JU3 _ito n 


# 


ej 
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{3 l5 9 1? 13} 

Four applicable inversions: 


C7l5([>13/9) - E9 f 1 3 p7 9} 
l>13 


t>5 

9 

[>13 

n 

o 


j 

9 

i>5 


9 

ks 

T 

3 

i 13 


3 

in 

l>5 

9 


C7b5(t»13/9) 
G-7(ll) F6(9t 

Q 




# 


C7b5G>13/9j 
,G-7 Fmaj7 

^ in ^ 


A9(#5/b5) PliQ , u ,, 

E-9 Dmaj7(9/6j Gs9iaIt5) 

-Oi h> o 


rzn: 


(E9) 


(E9) 


(C#9) 

I 


(Bb9) 


SUB V 


C^-9 F#9(if5) Bmaj9 C#-9 F^9(iJ5) Bmaj9 (Sub V not applicable) G-9 C9(#5)Fmaj7(Jf 11; 

So -so___ r.o 5» ^ ^ ^ 


dom7[>5(bl3/[>9) [dom7(|>9/alt5)] 


Those inversions containing tension t> 13 on the 5th string will omit their Sub V chords, which would subsequently 
contain tension 9 on the 5th string. 

Note the fourth intervals produced by these tensions and the [>5th: 


C7b5(l> 13/[>9):!>5 
[?9 
U3 


4th 


G[> 

- Dt ><„ 

- h\,/ 


{ pi t 7 J?9 bI3> 

C7t> 

5( p 13/t?9) 

= B> 

-7(|5l 

Four applicable inversions: 

[>9 

b5 

l 13 

[>7 


[>13 

\>i 

U 

J?5 


[>5 


p7 

i>9 


[>7 

[>9 

\>5 

[>13 

C7b5(Vl3/i?S) 


A7?o 

F13/p9 

t 


G7(b9/ alt 5 7n ^ ■ ? 9 ' a ^ n -L „ 

D-9 C(add9) G ‘ 7aij B? ° 

-e- ;>& „ an. eh tm. 


SUB V 
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{3 b 5 \>9 [>13} 

C7b5([> 1 3/p 9 » 

- E6(9) {13 6 9 

Four applicable inversions: 

1>5 

b 13 

[>9 3 

[>9 

J 

[>5 b 1 3 


1 13 

i>9 

3 i>5 


3 

io 

[>13 b9 


C7b5(bl3/b9) 
G-7(ll) F6(9) 

0 c - g — 


C7t5(bl3/b9) 
,G-7 Fmaj7 

tr "6- 


A7(b9/alt5) 

E-9 , Dmaj9 

XL l?XL 


G70>9/alto 


D-7 


Cmaj 7 

JlL 


SUB V 


el 


(E6(9» 

C£-9 FS9 Bmaj9 


(E6(9)) 

CG7 F 29 Bmai9 


(C#6(9)> 


(B6(9)) 
At -9 DbS 


Gbo 


— 

5 &e 

, ^ 

i 

1 1 



1 i 

L 

- - ~ H 


'h , Li „ I 

Jj 

u 


dom7[>5(l>13/|9) 


[aom7(|9/alt5)] 


The voicing formula containing the 1? 7th will be avoided due to the ambiguous sound produced. Without the third, 
the { \>1 jj9 |? 13} voicing functions better as a min? l>5(h 13) {[>3 [>5 [>7 [>13} chord. 

{3 [>5 1 9 [>13} C7[>5(f» 13/f 9) = Emaj9 { 1 3 7 9 } 

Two apolicable inversions: [>5 b 13 

|9 3 

p 13 49 

3- \>5 


Gisus4 G7b5(bl3/f9) F6(9) ,F-7 B?7(S9/alt5) Lbmaj7(6j 

^ ^ -=■ n [7-€5* o 

JZ ^ 


" ; 

f i 

-fe 


^ ,. £ 

Uiiinajy; 

V 

Ci-7(11) FS7(13/9j B6(9J 

i* . _ *T- * . _ 

& 1] 

ihmajS; 

V 

B-9 E7(13/9; Amaj7(6) 

4o' 

■ ■ t — - - > E - i • 

.... 

ii ("■ | ! 


, . - — h 

V 

. - ~ h. LI 


SUB 


ldom7sus4(9/13) {4 \>1 9 13 


C7sus4(9/13) = Bj>maj7 

Avoiding tension 9 on the 5th string leaves two applicable inversions: 13 

o 

\>1 

4 


9 

13 

4 

\>1 


C7sus4(9/13) C7(#5/#9) Fmaj9 A7sus4(9/13) Eb9 D6(9) 


A ^ 


m 

& 






(Bt?maj7) 


(Gmaj7) 


dom7sus4(b9/13) j {4 \>1 \>9 13} C7sus4(b9/13) - B^-maj7 

Avoiding tension 9 on the 5th string leaves two applicable inversions: 13 \>9 

1 9 13 

j?7 4 

4 \>1 


Cl3sus4(b9) C7(#5/#9) Fmaj9 A13sus4(b 9) Eb9 D6(9) 


— Q — o 






! L 



_ 

ZZD 


(Bb-maj7) (G-maj7) 



The following examples will use various chords containing tensions 9 and 1 3 in a II- V blues form. Chords introduced 
in past chapters will be included to enhance voice-leading. In this first example, note the same dominant voiemss 
used on beats three and four in measures five and six, 


Fmaj7(6/9j Fmaj7 


E-7h5(b 13) A13C9) 


D-9 


G7(#9/bl3) 


C-9 



fBb 6(9 J 


Bb9 






Bb9113) Bp9fbl3) Bp-9 

t £- 


Ep~7(i?9)Eb+7f9 

t £L CJL 


A- 9 

£L 


uns: 


■&- 


Db9 C7C9/13) C7fb9/bl3) F7(9/13) D7fb9/bl3) 

js- 


D13(ji9} Ab-7(11) Db 13(bo) 

At Pj2. 

- 1 I I g 


r/~'t r? 

KKXt 

G9 C13(b9) Fmaj7(6/9) 
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In this next example, note the descending chromatic voices against a common lead voice in the last two measures. 


i 


Cmaj 7(6/9) 


C9b5 


4s- 


B-7b5(9/bl3) E7(bS/bl3) A-9 


D7(b9) 
— 4& 


0-7(11) 


J2. 




C7(bl3/b9) 

\hS- 


(A+7) 


J L 


m 

(bJbo)) 


1 


F7(9/13) 




F7b5 


F-7(ll) 

, kffl. 


Bb 13(b9) 


X 


X 


(C-7#6) 


E-9 


j2. 

m- 


A13(#9) 


Abl3sus4 Ab 7(9/13) 




k 


(Eb -7(9/ 11)) 


D-9 D-7 



s- 




G13sus4(b9) G7(bS) C9 

l 

[H&- 7S- <2_ 


(F-maj7) 


A13 

s- 


D7(£9) G7(9/13) C13(#9) 

s- s- -e- 

— i— r ' 1 n 



This last example utilizes some of the dominant type chords that contain \> 5 and t> 13 { i>5 9 1 1 3 ) , { [> 5 1>9 k 13 }, 
{ 1,5 k 13 }. In this example, b 13 will be enharmonically substituted by |5, producing chord symbols containing 
{ b 5 jf5 } or (alt5). These versatile and interesting voicings present some unique chromatic and constant structure 
voice -leading possibilities. Additional examples of these dominant chord types can be found at the end of the Three 
Tensions chapter. 


C9 C7(13/9) B-7b5(bl3) E7(*9/alt5) A-6(9) D7(b9/alt5) G-9 C9(if5/b5) 


% 

s— ^ — - — | 

CL 

v&f- -m 

-or 

L-KO I 1 

r — ^ ^ 


r> Lk-r 

b_£ a — 1 

— — 

— 71 ^ 

S r 





. Hr r 

1 


(F6(9)} (Abmaj9) (F#6(9)) (Bb+7) 


j 

F9 C9(#5/b5) F-9 Bb7(b9/alt5) E-V(ll) A7(b9/alt5) E 

h \ n O J+~ ~&L 1® 

)b -7 (11) i 

, Vs- 1 

Vb9 

7J2. 

1 

— 

7 — m 




j I*- i U 

1 *1 — — 1 



— -5 TT 

£7 . * u*-. 

t:A rt i i 


: 

^ ^ PTJ 

f s ^ ^ 

An ^ & . L 

f bPA 

- — I 

— 


■ - & 

^ fJ 

[/ y-r 


■ * — t 1 

Qj 

p- H&* jr 

1 

11 ' 


i I 1 

(E9) (G£-7#5.) (B-7#5) (0-735) (Bb-7*5) 


D-9 D-7C11) G7(#9/?5) G7(b9/alt5) C(add9) A7(b9/alt5) D9(no3) Db7 Cmaj7(#ll) 


J 

0 1 

TT 

^ i ^ . J 

Jl 1 jmh r-. 


y — 

L^j 

k i J 

T 

\~s2 

^ F 




&— - 

rr 51 x 





] } 

fj 



*2 


7 ^ 



K k 

33 

TT 

1 

71 . 


! 


^ u 

** 1 j 



3V 


(F-7£5) (E-7$5) (Db6(9» (C6(9)) 

W 
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Tensions 9 and 11 

The two types of voicings used in this section follow the traditional drop 2 substitution formula: 9 for 1 { 3 7 9 1 1 } 

and 1 1 for 3 or 5 { 5 7 9 1 1 j . With the exception of the dom7($9/$ 1 i ) chord, all of these voicings have been introduced 
in previous chapters. 

Those dom7 chords containing a #5 have already been introduced en harmonically under the Tensions 9 and 13 
section: 


C +7(9/$ 11) 
C+7(l?9/| 1 1 ) 
C+7($9/pl) 


C7^5(j>13/9) 
C7 5(b 1 3/1? 9) 
C7t5(l>13/jj9) 


The following chords that have 9 for 1 and 1 1 for 5 { 3 7 9 1 1 } tension substitutions have been previously introduced 
enharmomcally under the Tension 9 chapter. Their relative II- V- 1 examples and Sub V chords can be found in that 
chapter. 


Cmaj7(9/$ 11) = 
C7(9/$ 1 1) 
C7([>9/$ 11) = 

C7($9/Jll) = 


Cmaj7^5(9) 

C7t>5(9) 

C7b5(b9) 

C7[>5.($9) 


Note the unique character of the maj6 and minfi chords with the addition of tensions 9 and 1 1 . 6, 9. and 1 1 form a 
complete triad a whole step above the root of the original chord: 

C6(9/$ 1 1) forms a D major triad. 

C-6(9/l 1) forms a D minor triad. 


maj7(9/fll) {5 7 9 $11} 


Cmaj7(9/$ 1 1) = Gmaj7 


Avoiding tension 9 on the 5th string leaves two applicable voicings: 7 9 

$11 5 

9 $11 

5 7 



B-9 Bb 13 Amaj7(9/#11) A-7(ll) D7?5(b9) Gmaj9(£l. 

— Q in +> 


jQ_ 


.2 c. 


m 


(Emaj7) 


(Dmaj7) 


ma]6(9/$ll) {3 6 9 $11} 


C6(9/$ I i) (C6[?5(9j) = F$-7$5 


Avoiding tension 9 on the 5th string leaves three applicable voiemss: 


i 11 

9 

6 


9 

$11 


9 

$11 

3 

6 


D-9 G+7 C6(9/#ll). B-9 E9(}}5) A6(9/$ll) B ‘ 9 A6(9/$ll) 



(D/E 
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{5 6 9 #11} C6{9/#11) = A13sus4 (1 4 \>1 13} 


There are two applicable inversions: 9 6 

#11 9 

6 5 


Bb9sus4 Eb7b5(b9) Ab6(9/#11) F13sus4 B13 


M 


\>e- 


Cr&- 


PXL 




rer 


w 


Bb6(9/j}ll) 
ko 


$ 


(F-7) 


(A7) (F13sus4) (Bb/E?) 


(C/Fiand(G13sus4) 


min.maj7(ll/9) 

As discussed in the Tension 11 chapter under the min.maj7(l F) chord, i 1 and 7 produce the guide-tones (3 andl>7) 
of its V7 chord, producing a potentially ambiguous sound. Tension 9 further complicates this by being a chord tone 
(the 5th) of its V7 chord. The weakest possible voicing {5 7 9 11 } includes all of the basic chord tones {1 3 5 
? 7 } of its V7 chord. This produces an extremely ambiguous sound and therefore will not be included in this section. 

{[>3 7 9 11} C-maj7(ll/9) = F13?5 


There are two applicable voicings: 


11 

9 

7 

I? 3 


b3 

9 

11 


D-7b5 


G7b5 


C-mai7(ll/9) D-7b5 


G7(H9) 


C-maj7(ll/9) 


° — j 

§ 

r 

m ^ 

E> — 

3— 

- n _ : 


i min6(ll/9) 


{b3 6 9 11} 


There are two applicable inversions: c 

b3 

9 

11 


C-6(ll/9) 

l ; 

9 


B7[>5(#9) / F13 


D-7?5 


{ 



C -6(11/9 


I Ire- 


(F13) 


E-9b5 

Pit. 


A+7 D -6(1 1/9 


(G13)and(Em/F) 
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{5 6 9 11} C-6(ll/9) = F6(9) {1 3 6 9} 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 


5 
9 

6 

11 


6 

11 

9 

5 


9 

5 

11 

6 



E7(tf5/?9) A-6Q1/9) 


fmin7(9/ll)| {\,3 \,1 9 11} 


There are two applicable inversions: \> 


(Cm/F) 

0-7(9/11) = F13sus4 = At>6(9/jill) 
II 

9 

p7 

1>3 


C-9Q1) F7(45/b9; Bt>maj7(6) 09(11) F7(}}5/b9} Bbmaj7(6/9) 


4 




jQ_ 




nO 




XL 


(Bb/Eb) 


{5 J?7 9 11} 07(9/11) = G-7 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 5 

5 11 9 

H 9 \>1 

[>7 5 11 



jminTb 5(9/11) | [11 for 5 not applicable] 


{b5 W 9 11} 


071)5(9/1 


There are two applicable inversions: b7 


— ^rbmaj 7 


Is 


9 11 

b 5 |)7 


* 

a-" 


] ' oi y/ 1 1 ; F +7 A-7b 5(9/ 1 1 ) D7(#5/#9) G-6(9) 
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dom7(9/#ll) 


{5 \?1 9 til} 


C7(9/}}11) = G-maj7 


There are three applicable voicings: i} 1 1 \l 9 

?1 | 1 1 5 

5 9 t 11 

9 5 \>1 


Note that tension 9 is not available on the 5th suing but becomes available on its Sub V chord as the |5th. 




F9UU1) 

o. 


F-9 Bb9(Ul) Eb6(9) 
i>o- 


m 


& 


Of 


E-7 A9(#ll) D(add9) 

xl 

-=i 


XL 




(C-maj7) 


(F-maj7) 


(E-maj7) 


F$7sus4 B(i)5/b9) E6 

XL XL XL 


E7sus4 E0f5/b9) A6{9) 


SUB V 


£ 


t>e- 


CuDl 


Bb-7(11) BHJt5/b9) At6(9J 

DXL i?XL 

fct— 


[>e- 






XT 


(Fj:7sus4) 


dom7(l?9/||ll) 


{5 W 1>9 til} C7(t»9/t 11) = El7(|9) 


There are three applicable inversions: 


11 

7 

5 

\>9 


p7 

}ll 

>9 

5 


^9 

5 

11 

7 


I 


C-7 F7(b9/±tll.) B?maj9 

ttXL BXL 


■o- 


F-9 Bb7(b9/Ul)Eb6(9/#ll.) D-7(ll) G7(b 9/31 1) C(add9) 

Q io ^ CL TO- _0 




(Ab7(#9)J 


F#7sus4 B(b9) Emaj7 

^ ho 


SUB V 


'Db7(#9) and E/F) (F/G) 

\ / 

B-9 E{t9) Amaj7 

4^°“ — 


re 


(Bb7(tf9)) 


Ab-7(11) Db(b9) Gbmaj9 


£L 


0^ 


9<± 




-p-o- 
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{5 \>1 p #11} 

Only two voicing s are physically available, and one of these cannot be used due to the f 9th tension being located 
on the 5th string. These voicings will reappear in the Three Tensions chapter, where both will be available. 


dom7(J}9/|!n) 


Bb7(#9/#11) = Cfm/F 


b 7 

an 

it9 


SUB V 


F-9CL1) 

Bb7(H9/#ll) 

Eb6(9/ni) 

f) k°- 



^ = = = 

v (Eb/Ab) 

(Dum/F) 

(F/G) 


v 


B-7(ll) 

E13(b9) 

Amaj7(itll) 


l t — 


— ii-OL 

— 

j. 

v 


© 

i 

U 


The following examples will use various chords containing tensions 9 and 1 1 . Additional chords from past chapter 
are used to enhance voice-leading. This first example is a H-V blues in the key of “FT 


Fmaj7 

■e- 


F6(#ll/9) 

& 


E7(#5/#9) A13(U9) 

f 1 


D-9 G7(#ll/b9) 


£ 


C-9 


F9(#H) 




Bb9 


Sh 


(G/A) 

Bb9(jfll) 

V»- 


Bb -7(11 j 

I , 


Eb9(m) 


5 r 

(C±t/D) 

A-7(ll) D7(itll/b9) 




nz^z 


jsr 


-&■ 

(C-maj7) 

Ab-7(11J Db7{alt5) 

w 




w 


~£L 




(F-maj7) 


(F-7K5) 


(Git /A) 


(Ab7sus4j (A9) 


G-7(1V C13ail) C9(itll) F9 D7(#9/#ll) G-7 C7(itll/*9) Fmaj7(iill/9j 



, ET dJZ- 

^ i c- 1 : -R- 


j 

-9 

=e " mtr— i“ i : irizg I.- H — : — i 

pz — . J~ ^ T-n— 1 


(P-7#5) (Gb7(it9).) (Ebm/G) (Em/A) 


This next example is an eight-bar chord progression starting in “A" minor and ending in the relative “C” major. In 
an attempt to use two different maj7#5 inversions as min7b 5(9/1 1 ) chords, tension 9 appears on the 5th string in 
the first measure. Although above L.I.L. for tension 9. care should be taken to avoid a potential p9th interval if the 
minor 3rd of the chord is voiced or played by another instrument. 
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£ 

■ 

t~6 Fit-7 

fi- 

75(9/11) B-7 

CL 

b 5 ( 9/ 11) E7 

1 

r(#5/#9) A- 

£ 

6(9) A-maj7(6) G-9 C7([ 

£ to * 

1 l/t> 9) 

g 

y 


g 

|L 

— 



^ TTTO 






3? 

It 

5 



7 ft 


^ V 






" 


~fr 










>- 


1 


1 




(Cmaj7}}5) (Fmaj'7^5) (G#+7) (F#/G) 


F6(#ll/9) Fmaj9 F-maj7(ll/9.) Bb9(#ll) Cmaj7(6/9) A7(alt5) D-7(9/ll) G7sus4(t-9) Cmaj7(9/}tll) 


$ 


I 


V&- 


(G/A) 


b*- 


ta 


IJZ 


(F-maj7) 


(Eb 9) 


f 


it 


(1 Q 


(Gmaj7) -■ 


,,:t Tensions 11 and 13 

We are left with very few chords in this section, since most have been previously introduced cn harmonically. 

Only one dom7 voicing will be examined in this section: C7(| 1 1/13) {5 \>1 1 1 i 13 }. The remaining dom7 chords 
were introduced earlier. 

C7(jf 1 1/13) { 1 \>1 If 1 1 13} and {3 \>J jfll 13 } are examined as Cl\> 5(13) chords in the r l tension 13 chapter. 

As discussed in (he Chord Symbol Notation chapter, 1 1 1 and b 13 should be avoided in (he same chord symbol. If 
these notes are desired, dom7(| 1 1/|5) voicings under the Tensions 1 1 chapter will suffice. 

The traditional drop 2 tension substitution formula [13 for 5] and [ 1 1 for 3} produces a very incomplete (1.7 11 
13} voicing which will be omitted from this section. Instead, the more complete {3 7 11 13} and {5711 13} 
voicings will be examined. 


Only one new voicing is introduced in this section: \>1 

{>5 min7b5(l i/b 13) 

11 
b 13 

This voicing is an inversion of the previously introduced maj7(9) (1 3 7 9} voicing: 

3 b7 

1 bo 

7 11 

9 b 13 


The min7 b 5( 1 1/b 13) chord presents unique voicing possibilities, since any combination of the basic chord tones can 
accompany tensions 1 1 and b 13: 


C-7 b 5( 1 1/b 1 3) : 1 b3 11 b 13 

1 b5 11 b 13 
L b7 11 b 13 
b3 b5 11 bl3 
b3 b7 11 b 13 
b5 b7 11 b 13 


Ab6/F-7 
Ah 13 

A b 6(9) {1 3 6 9} 
B6(| 1 1) {3 5 6 1 11} 
Bb7(sus4) 

Gbmaj9 {13 7 9} 


Those voicings not containing the b 7th could be examined as dim7 chords with tensions 1 1 and b 13. This makes the 
b 7th a rather characteristic note in this chord. Thus, the single most characteristic voicing would contain both the 
b 5th and b 7th { b 5 b7 11 b 13} . This voicing, as well as the voicing containing the guide-tones {b 3 j>7 11 b 13} will 
be examined in this section. Students are encouraged to explore the remaining voicing types. 
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maj7(6/#U) 


{3 7 | II 6} was previously introduced in the Tension 13 chapter as a maj7l>5(6) chord. 
{5 7 |11 6} Cmaj7{6/|ll) = Gmaj9 {1 3 7 9} 

There are two applicable inversions: 6 7 

in 5 

7 |11 

5 6 


C-9(ll) B 13 Bbmaj7(6/iUl) A-7C11) Ab7 Gmaj7(6/#11) 


— 6 — © 

— — 


o 


nr&fT n 

— 


— ! 

uR ' '■ 

_D° — 




—ft** 

. Uj_ U 

— e>- — 


© 


min maj7(ll/6) 


As discussed in the Tension 11 chapter under the min maj7(ll) chord, 1 1 and 7 produce the guide- tones (3 and 7) 
of its V7 chord, forming a potentially ambiguous sound. Also mentioned was the support the root and/or j? 3rd have 
on these ambiguous voicings. 01 the two voicings displayed here, ft 3 7 11 6} appears to be the stronger, while 
{5 7 J 1 6} is quite ambiguous. 


I 


{[>3 7 11 6} C-maj7(6/l 1) - F7|>5/B7[>5 

Note: since F7t>5 = R7l>5, Cmin.maj7(6/1 1) = Gbmin.maj 7(6/1 1). 


There are four applicable inversions: [>3 

6 


i 


D-7bG 

b-e- 


f 


7 

6 

13 


6 

1.3 

7 

11 


7 
1 1 

1? 3 

6 


G7b5 C-maj7(6/ll) D-7b5(9) G7(#5/#0) C-maj7(6/ll) 

(H* W* 


O 


(F7F 5) 


(F7b5) 


D-7b5 G7(#9) C-maj7(6/ll) A-7b5 

- kg « 


o 


D7(alt5) G-maj7(6/ll) 

JxO. b-O. 

=1 


* 8 = 


a 


(F7b5) 


(C7b5) 


{5 7 11 6} 


There are four applicable inversions: 1 1 5 

6 7 

5 6 

7 i 


C-maj7(6/l 1) - G9 (1 3 \?1 9} 

6 


7 

5 
11 

6 
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A.-7u5(ll) D7(i5/^9) G-maj7(6/ll) B-7b5(ll/9) Bb7 


£ 


_Q_ 


?n. 




m 


£.. ; 


A-raaj7(6/li) 

It ' 

IU>" ~ 


D-7(alt5 DbS C-maj7(6/ 11) 23-71? 5( 1 1 ) G7(b9' C-maj7(6/lli 


o o u 


—u e ^ 

j' ; - ' ' ' ■ ■ 1 ' - ; : tt 


r-rP 

T tSfTrO- ■ ' 

— r^y 


(O 70 — i> 

Vb — 

— VO- ~ - 

‘ r rr " 

n 




dom7(I 1 1/13) j 15 ?7 jjll 13} 

There is one applicable voicing: 13 


C7(| 11/13) = G-maj9 |1 ?3 7 9} 


F-7(1H 

Bi> 7(ill/ 13) 

ErrnaiS 



0 

pi 




S- 


V-.- 


— .. pv 

— 

- ti 


(SUB V} 


B tsu54 E(alt9^ Amaj7(6) 



0 _ 






" f ^ _ 



m 




rmn7r>5{ll/b 13) 


lb 5 t>7 11 b!3} 


There are two applicable inversions: 



11 

S ‘ 


0 



C-7b 5(11/1 13) = Glmai9 {1 3 7 9 } 


L 1 - i ? 5 t 1 1 / :? 13 i F 7(^9 ■ EA -6 A- 7 ? D 1 1 1 / ? 1 3 ) Ai> 7 G 6( 9 i 


( 

* TO- >e- 0 ! 

>& E-e 

-i 

1 — - -- 

4^eM 

Ti 

-h 


- __ 

H — 

W 

SJ 



r 


{b3 II 1 13} C-7rOf i \i\> 13} = B|wisus4] 


A \xri ding t ne not e n ti a ! 7 9i h t me y\ al t h 
inversions. 


canid resell bv niacins: tension i i on me 5th siring leaves 


U 1 i — 


mcabn 


i ] 




ii 

! -7 

p i 


E-7p 5A 13/ Hi E? 1 


D-6< 


iC 


A-7.3-5- 413/’ 11; 


0 s 1 , y 1 


U r- i 9C’\ p XCt 1 


I \ ; if 


-e- ?jD - ^ 

si 1o ■*“' 

, i?-d | 

ire- 0 

[/ 

.7 O -! 

T — r** : rnEL : n_u — :■ 

lir*- 

J . . . _lL 

il 

T “tl 


V(B 75 us 4 j (G 7 sns 4 ! >=■ (F 7 sus 4 ) 


The following eight-measure example will use various chords containing tensions 1 1 and 1 3. Additional chords from 
past chapters are also used to enhance voice-leading. 

The C 7 ($ i 1/1? 13) chord is yet another way to notate this voicing, which was originally introduced as a C+7 (ji 1 1) 
or C7(alt5) chord and later as a C7[>5(j> 13) chord. As mentioned earlier, this notation (\> 13/$ i I) in the same symbol 
has various and confusing implications. While still recommending its avoidance, it is included here for demonstra- 
tive purposes. 

Also note the additional chordal substitution for a dom9(no 5) chord {1 3 b? 91 at the end of this exercise: 
C(| 1 1/9.) = D9. 


A -6(9) A-maj7(6) B-7b5(b 13/11) E7 p 5 A-maj7(ll/6) A-6(9) G-7(ll) C7(b 13/311) 


_a ihs . J 

12. 

, ph 9- 

M ... t S? 1 ■ 


f? 

" & " -J 

j"T . E5 : . 1 C*' 

£ 



^ rip _ nr 

! Lb 


? n E ■ 


S = & ■■ _ IS 


5 * 

[/ o 


i 

p ... S 

t 

1 


(Git+7) (Fmaj9) (D7b5) (Gb9) 

Fmaj7 Fmaj9 F-7(ll) Bb 13(311) C6(9) A13(£9) D-7b5(bl3/ll) G13(1+1T) C(#ll/9) 



f — — 1 

ft i 


-g , 

, 5*>, -T 





T— ^ 1 

! i i * Kj r 

. 

ft- 


IT, 





& 

j 

l 

— R 


(F-maj9) (Bp 13) (D9) 


This next II-V blues example uses various chords from the past tension chapters. Also included are a coupie of new 
functions in the second measure: G-maj 9 {1 j?3 7 9} - E-7l>5(ll/9) and G-9 [1 b 3 \>1 9} = A7(|?9/t> 13). 

This example incorporates chromatic voice-leading to a greater degree than previous examples. Note the voice- 
leading motif in measures five and six is repeated in measures nine and ten and inverted in measures seven and eight. 
Also note the contrary chromatic voices in the last two measures. 

F6(9'j Fmaj9 E-7b5(ll/9) A7(b 13/b9) D-9 G+7 0-7(1179) F7G9/35) 

(G-mai9J (G-9 1 


ft fp J*1 

Se ^ fej 





- i — iV — frET 

. jCL. ___ us 


Kj — ■ - 



ZS . 

£ ^ 













Bb7(13/9; Bb9C#ll) Bp- 7(11 ■ E.b9(#ll) A-9 D9(bl3) Ab-7 Db9(bl3) 


(C+7) 

. l+s- . t hS- 'n-&- 0-&- 



? * ,fr -- 1 

j/ ry ^ — 

r— — 


T - = 

f ^ ? 



! i 


ti. 


G-7 Db 7(13/9) C9(bl3) C13(b9) F(add9) D7(alt5) G9bo C9(bl3) F9 

i (A-735) (Ab9) 



1 £ 

Pjs. 





is . 

1 1 



Ln 

w . 1 

T r 

rfc 

Lr-n ^ 1 

rhrrr 

„ 





Sf 

HTTST ■ 


ip 

1 i 

!~fc 

— 


IV* 

K- 



W 

f-H 
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Chapter Eleven. 

Voice-Leading Chord Scales 

Upon completion of single tension additions to the basic four-part chords, it is possible to voice-lead any note from 
any chord scale. 

1 2 3 4 5 6 7 

(9) (11) (13) 

The addition of two tensions often eases the physical difficulty (fingering) that some of the single tension voicings 
produce. Examples: 

maj7(6) — —to maj 7(9/6) 

6 6 

1 9 

7 7 

3 3 


dom7(!t9) 

P 

5 

3 

\>7 


to 


-dom7(|9/j}5) 

:|9 

P (k3) 

3 

47 


The following are examples of harmonized chord scales. The “avoid notes’ 7 can be harmonized by standard 
dominant, chromatic, or diatonic approach techniques. These avoid notes are based on traditional jazz harmonic 
concepts and might be available in today’s more contemporary music where an increased dissonance level is more 
accepted. These notes are in fact the more desired notes in modal music. 


maj7 


(Ionian) 5 6 7 

(Gmaj7) Gmaj 9 Gmaj 7(9/6) Gmaj 




2E 


1 

GS 

o 


3 (1 1 is an avoid note) 


Gmajh Limaj? 


1 


(Lydian) 5 6 7 1 9 3 ft 11 

(Gmaj7) Gmaj9 G6 Gmaj 7b 5 G6b5 Gmaj7(9/6) Gmaj7?5 Gmaj9b5 


$ 




-s- 


_Ql 


min? 


(Dorian or Aeoiian) „ 5 

(13 and b 13 are avoid notes) 

(G-7) _ ^ ^ _ G-9 




-*■> 


b? 

G-7 


1 

G-7 

n 


9 

G-9 


b3 


11 


G-7(ll) G-7G1/9) 
ko. 
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min7i?5 


(Locrian) bo b!3 b7 1 b3 

(b9 is an avoid note) 

(Locrian with natual 9) b5 b!3 b7 1 9 b3 

(A-7b5) A-7b5 A-7b5(bl3) A-7?5(ll) A-7b5 A-7b5(9) A-7b5 



O 


XL 


-e- 


11 

11 

A-7b5(ll) 

u 


"'With the exception of the voicing containing the 9th, these voicings work in a pure Locrian situation as well. 

|dom7 


(Mixolydian) 5 13 b7 1 9 3 (n is an avoid note) 

(G7) G9 G7C13/9) G9 G13 G9 G7 



(Lydian b7) 
(G7) 


o 

_ _ G9 


13 b7 

G9(13J G9 jo 


1 

G13 


XI 


O 


9 3 

G9(13) G7b. 

xi xl 


m 

G9b5 


(Mix. b 9/ b 13) (with addition of it 9) 

5 bl3 b7 1 

(G7) G7(b9) G7(#9/#5) G7(b9) G735 

i v ° 


(11 is an avoid note) 

b9 3 9 3 

G7(b9) G7(i?9/#5) G7(b9) 

[>x» Jte- xl 


(altered) 

(G7) 


1 

- bo 35 b7 1 b9 39 3 

G7b5(39) G73o(b9) G+7 G+7 G7b5(b9) G735<39) Gx7 

1— ! a tl CWL 5++ XL 

— TT a 

=fi 

'i 


h— — d 


(whole-tone) 
(G7) _ _ ^ _ 


? 5(5 11) 

G9b5 


35(b 13) 
G935 


b7 

G+7 


-f 


;1 < - 


— S-XV 


x+ 


1 

G+7 
o 


9 

G935 

XL 


G7b5 

XL 


jfL 


=R 


(dominant-diminished) 5 13 b7 1 

(G7) G7(39) G13(39) G7(b9) G13 





b9 39 3 311 

G7(b9) G13(39) G7b5 G7b5(39) 
i>e- ie- XL 
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Chapter Twelve. 

Three Tensions (9/11/13) 


The past tension - substitution formulas become inappropriate when dealing with three tensions on a four-note 
voicing. The approach used here will involve determining the most appropriate guide- tone or chord rone to 
accompany the three tensions. All of the three tension combinations presented in this chapter form complete triads: 


9 

$11 

13 — 

major triad 

9 

11 

13 

minor triad 

9 

11 

S? 13 — 

diminished triad 

t?9 

11 

13 — 

minor triad 


111 

13 — 

diminished triad 


When these triads occur on the top three voices, they produce upper-structure triads over the basic or original chord. 

As discussed earlier. It 11 and i?13 will be avoided in the same chord symbol* The following three-tension 
combinations (which do not produce basic triads') are ett harmonically examined in the Tensions 9 and 13 chapter: 

dom7([> 13/f 1 1/9) = dom7l-5([, 13/9) 

dom7(l> 13/1 11/^9) = dom7l>5(l 1 3/1.9) 

dom7(kl3/|ll/#9) = dom7^5(|?13/$9) 

With the exception of the dom7(13/| 1 1/[>9) ( 1 l>9 |ll 13} and the dom7(13/$ 1 1/$9) { p 7 $9 $11 13 } chords, 
all voicings have been previously introduced. 

C7(13/| 1 1/1?9) { 1 W $11 13} = E[>7(13/#ll/$9){W |9 #11 13} 


maj7(9/$ll/13) 


The only characteristic voicing would have to contain the 7th { 7 9 1 1 1 13}. The { 3 9 $ 1 1 13} and { 5 9 $ 1 1 13} 
voicings have been previously introduced as maj 6(9/1} 1 1 ) chord voicings under the Tensions 9 and 11 chapter. The 
remaining (1 9 }} 1 1 13 } voicing, though incomplete, will be examined. Keep in mind that this voicing, lacking a 
7th, could function as an incomplete dom7(9/f 1 1/13) chord as well. 

Note the major triad rormed by tensions 9, $ 11, and 13; Cmaj7(9/$ 11/13) - tensions form a D major triad 

{7 9 $11 13} Cmaj7<9/$ 11/13) - B-7/D6 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 13 7 

13 9 $11 

$1! 7 9 

7 $11 13 


Cmaj 7 ( 9/ £ 1 1/13 ) 

D-9(ll) G7(b9/£5) C-7 B7 Bt>maj7(9/#11/13) A-9 Ab7 Gmaj 7(9/ jtl 1/13) 

i 



-e- 

c ito 

— — fj ^ f * 't 


n 







i ~ r 


\ 

ri l 


(B-7) (A- 7) (F+}-7) 


SI 


{1 9 #11 13} C(9/jt 1 1/13) = D7 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 


9 13 I 

13 9 #11 

#11 1 9 

1 #11 13 


i 


D-9(ll) G7("5/b9) C(13/£ll/9) C-7 

n Za -®- 17X1 


B7 Bb(13/£ll/9) A-7(ll) Ab7 GQ3/#ll/9) 














(D 7) 


(C7) 


-e- 


(A7) 


* These voicings will reappear in a dominant function under dom7(9/# 11/13). 


mi n.maj7(9/ 11/13) 


The most characteristic voicing contains the /th {7 9 11 13}. yet it produces one of the more ambiguous sounds 
necause these notes also form the V9 chord of the original minor chord. This dual ( tonic/d ominant) function can be 
a very confusing sound and should be used with care. 

The lr>3 9 11 13 } voicing (perhaps the best voicing using these three tensions} has been previously introduced as 
a min 6(9/1 1 ) chord under the Tensions 9 and 11 chapter. The { 5 9 11 13} voicing was also introduced in that chapter 
as a min6(9/l 1) chord. 

Note the minor triad formed by tensions 9, 1 1, and 13: C-maj7(9/l 1/13) - tensions form a D minor triad 
Aiso note that those voicings not containing the 7th could have a t»7th (modal dorian sound). 

{7 9 11 13} CTmaj 7(9/1 1/13) - B-7|,5/G9 


ons: 9 

13 

7 

13 

9 

11 

11 

7 

9 

7 

11 

13 

G7(£5/i>9 ) 

C-maj7(13/ll 


jCl 


PjQ. 


(Fe-7b5) 


b«- 


j®: 


(B-7b5) 


C-7p 


F7(*9j 


Bp - mat 7(1 3/ 11/9 
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(1 9 11 13} C-maj7(9/l 1/13) = D-7 

*Note that this voicing also could function as a dom7sus4(9/I3) chord. 



Avoiding tension 9 on the 5th string leaves three applicable inversions: 

9 

13 

1 



13 

9 

11 



11 

1 

9 



1 

li 

13 


G-7b5 

h O 

C7(s* 13/b &) 

t>e- 

Fm(13/ll/9, 

O 

D-7b5 

-& 

G7(#5/#9) Cm{13/ll/9) 

[) O 


u 


J 41 

" " !7 

.1 . 

"vU _ 

r- i! 



(G-7) 


(D-7) 


C-7?5(b 13 i 

fh 1 ih&r 

BY 

B?m(13/ll/9) 


— b — i 



\\ 

n - •"» 



„ 1 




li 

I: 


(C-71 


min7t> 5(9/11/1* 13) 

The only characteristic voicing would contain the 1 5th {to 9 11 \> 13 }. The remaining voicings will be examined, 
although less complete and producing some very ambiguous, if not weak, sounds. The trnone produced by tension 
9 and 1* 13 is partly responsible for this ambiguous sound. 

Note that tensions 9, 1 1 , and t> 13 produce a diminished triad: C -71*5(9/1 1/t 13 1 - tensions form a I>° triad 
The two inversions containing 9 or 1 1 on the 5th string will be avoided. 


|t>5 9 11 1/13} C-7!*5(9/l 1/t 13} = At 13(!*5) 

Tne re are i v 1 g ar oiic able in v ersidhs : s> IT 9 

1 j td 

9 11 

t* 5 1*13 


G-7b 5(9/11/'!? 13.) F7(b9) B?-6 A-7i*5(i* 13/11/9) D7(^5/^9) G-S(9t 



7-0- Hi. 


<e- 

tT . 

^ _ ..... ..1 t 






I 

if .-y 

. i 


7 

7~. 







S3 


{[>7 9 11 !>13} 


C-7 1? 5(9/1 1/^ 13) = B[>7 


There are two applicable inversions: 9 pi 

1? 13 1 i 

11 9 

tl3 


VI 


G-7b5(b 13/11/9) C7(b9) F-6{9) B-7b5(b 13/11/9) Bb7 


i 


(F7) 


tXQ- 




(A7) 


A6(9) 

bn 




M 


{[>3 9 11 [>13} C-7b5{9/li/bl3)=Ab6(ft!l) (1 5 6 #11) 


There is one applicable inversion: ] | 

9 ir.fr i H. 

b!3 


D-7b5(9/ll/b 13) G7(j}5/S>9) 

feet 




rr 


i?3 




C-6(9) 


u 


U 9 11 [>13} C-7?5(9/l l/[> 131 = D-7[>5 / F-6 


There are two applicable inversions: 9 

1 



[>13 

11 



11 

9 



1 

[>13 



B - 7 ? 5 C h 13/11/9) Eb7 

D-6(9 . 

A-7i>5(b 13/11/9) D7(#5/b9) G-6 


Q 

& 

X 1 . 

o Xte- ™ 

4— 

■ 

m — 

^ (A- 6) 


-~\ - 

(D-6 ■ 

_c i 


dom7(9/£ 11/13) 


There is one characteristic voicing |b7 9 jf 11 13}. Incomplete {3 9 til 13} and {5 9 |ll 13} voicings have 
been previously introduced as maj6(9/t 1 1) chords but will be examined here for their dominant functions. Also, the 
' 1 9 1 1 ! 13} voicing introduced as a maj7(9/f 1 1/13) chord will be examined for its dominant function. 


i he inversion containing tension 1 3 on the 5th siring will be avoided. The inversion comaminc tension 9 on the 5th 


string will be avoided when the dom7 chord is functioning as a V7 chord. When the dom? chord is functioning as 
a Sub V chord, the 9 on the 5th string will be allowed, since ii is really functioning as a f 5th on the Y7 chord: (the 
9th of G7 is the |5 of Db7) 


*Keep in mind that tensions 9, til, and 13 on a dominant chord are most characteristic in a Sub V function. 
Note the major triad formed by tensions 9. ii 1 1. and 1 3 : C7(9/| 11/13) - tensions form a D major triad. 
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{1 7 9 #11 13} 


C7C9/| 11/13) = Bi>maj7#5 


There are three applicable inversions: it 1 1 9 13 

i>7 13 9 

13 111 \>1 

9 t>7 |11 


G-7( 11) G7(9/ tfll/13) F6C9) D-9 G7(9/itll/13) C(add9> E7(13/gll/9j 


n r * 

1/ ' ' " 

^ _o . 

r> 



£ 

• 


! 

1 ! 

~7 

rw- . -J 



(Bpmaj7#5) (Fmaj7*5) (Dmaj755) 


SUB 


7 




V T 

Cf-S F#(#5/#9> Bmaj? As>-7(11) Di>(S5/?9)G^maj7(6/91F7sus4 Bb(S5/it9) E>6 


p 11 o 

-er 


i no 

|>e- 

bXL 

f i r» 

biX 








— ^ u 

7 


: : . . i 






(A'F ' 





{3 9 #11 13} C<9/| 11/13) - F#-7#5 / C6(9/| 11) 


There are three applicable inversions: 


3 

111 

13 

13 

Q 

3 

111 

13 

Q 

9 

o 

3 

ll 


Gisus4 CG3/S11/9) Fmaj 
) ° >8 H— 


m 


XT 




XI 




(F?-7#5) 


G-1 Ci 13/ if 11/9) F6(9 ) 


3X5- 


F( 13/ill/ 9) 

■e- 


(F7-7S5) 


fB-7#5) 

tk 


Cit-9(11) FJ+7CS5/ itS ) B6(9 






Cjp9 F'7 7(75/ 79) Bmaj9 
^ _ 


Ffc-9 B7($5/#9> E6(9 
-he- — 


SUB \ 


m. 






(D/E) 


S5 




{5 9 #11 13} C(9/# 11/13) = A13(sus4) / C6(9/| 11) 


There is one applicable inversion: jc; _ ‘ 

ii , f-4 — Q — 


#11 


9 m 

5 


Bp-7 


(SUB V) 


{1 9 #11 13} 


C(9/#l 1/13) = D7 


There are three applicable inversions: 


9 

13 


#1 

1 

13 

O 


A( 13/ #11/9) 


Et>(a 

-5<> 


t9/#5) 


(B/E) 


13 

9 

1 

#1 


D6(9) 


Ab mai9 





SUB V 



D-9(ll) G( 13/# 11/9) C(add9) 

O n 

!~ * 

G-9 C( 13/# 11/9) Fmaj? 

’e- *e- -e- 

E( 13/ #11/9) 

fto- 

J . L 


- — 4 e L 

1 * 

\ 

— . H 

_ J 


— * @ — — u ij _i: . — 

(A7) (D7) (F#7) 



dom7(l?9/#ll/13) 

The c 9th dictates a dominant type chord allowing it to be the most characteristic note. This means the mine-tones 
will not be missed in voicings not containing them. Again, tension 13 will be avoided on the 5th string. 

Note the minor triad produced by tensions 1 9, # 1 1, and 13: C7(^9/# 1 1/13) - tensions form an F# minor triad. 


{t>7 b9 #11 13} C7(39/# 11/13) - E^7i)#9/# 1 1) {5 [>7 #9 #11} 

There are two applicable inversions: 1>9 13 

13 [>9 

#11 J>7 

b #11 


D- 9 G7(b9/#ll/13.) C(add9) 



G- 7(11) C7(b9/#11/13) F6(9) 


osx 


_D_ 







S6 


{3 1,9 #11 13} C7(l»9/| 11/13) = F#-7 

Note that the Sub V chord forms a complete min7 chord, and when used in its related V7 situation, it has the 
ambiguous function of an incomplete V7{#9) or V-7 chord. 


There are three applicable inversions: 


F7(13/#ll/b9) 

C-7 Bbmajl 


it 






3 

13 

u i 


A7sus4 
o 


#11 

13 

b9 

3 

13 

1,9 

3 

fH 

D7(13/ 

Ul/bS) 


.££> 


C7(13/Ul/b9) 
Gmaj7(6/9) G-7(ll) Fmaj7 

jcv bin. .& -o- 


SUB V 


(B-7) 


Fit- 9 B7(tt9) Emaj7 


(Git- 7} 

Eb-9(11) Ab7(it9) Db6(9) 

he- [>e- pe- 


(Fit-7) 

Cit-9 F#7(#9) Bmajv 

S-& 


m 


CL 


3 


{5 1,9 #11 13} C7([>9/#11/13) = A13 


There is one applicable inversion: 


13 
11 
9 . 


F7sus4 


& 


PJi 


M 


(SUB V) 


B-9 


Bb{13/tt 1 1/ 1 9 ) Et>maj7 




(G13) 

Efalt9) 
o 


(Em/T 


xi 


Amaj9 

>o 


{1 1,9 #11 13} C(h9/# 11/13) = Et>7(#9/| 11/13) {b? #9 #11 13} 

There are two applicable inversions: #11 13 

1 b9 

13 1 

1,9 #11 


C(13/ttll/i>9) F6 
- e- *8- 

Fit7sus4 B{itll/{t9) Emaj7(9j C}?-9 Ks(s 1 1A9; Bmaj7 

ite S-e- 

■H 


(SUB V) 


h vsus4 F(13/<ll/b9) B?6(9) 


i 


im 


S_CL 


& 


© 






G-9 

-a- 


S7 


dom7(#9/# 11/13) 

The { 1 # 9 # 1 1 13 } voicing will be omitted due to the rather ambiguous sound produced by the complete dim? chord 
formed: {1 #9 $11 13} = {1 1,3 t>5 } . 

Those voicings that contain tension 13 or #9 on the 5th string will be omitted. 

Note the diminished triad produced by tensions #9, #1 1, and 13: C7<#9/# 11/13) - tensions form an E\,° triad. 


U #9 till 13} C7(|9/| 1 1/13) = A7(l>9/jt 11/13) {1 1,9 #11 13 


There are two applicable inversions: |9 13 

13 #9 

itll [»7 

t.7 |11 

G- 7(11) C7(# m 11/13) FmaiS 

MX ~ 

o_ 


I 


D-9 G7(i3/ttll/ft9)Cmaj9 

'O' i to- -ii 


f 


m. 


5E 




XT 


C#-9 F#fl3/*|9) B6(9) 

Jjp 


Ab-9(11) Db(13/£9) Gbmaj7 


(SUB V) 


i tux 


im. 


PjCl 




{3 #9 |11 13} C7(|9/| 11/13) = A6(# 11) {1 5 6 #11 

There are two applicable inversions: 1 1 13 

: 9 3 


13 

3 


|9 


A- 7(11) D(13/3ll/S9) Gmaj7(9/6) G-7 C(13/#ll/ff9) Fmaj7(6) 






-©■ 

^2= 


(SUB V) 


Eb-9(11) Ai?13(#9) D*maj9 
te- l>o- t>e- 


C#-9 

,o_ 


* 


± 




' 1- 


F#13(#9) Bmaj7(6) 

= $5 - 


.#:0 


(5 #9 #11 13) C7(#9/| 11/13) = A 1 3,1, 5 


There is one appticable inversion: 13 

in 

: 9 


i 


E-7 

o 




A(13/ttll/tt9) 

>o 


Dmaj9 



Eb(13/alt9) 


Apmaj7(6i 
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The following examples will use various chords containing tensions 9, II, and 13. Additional chords from past 
chapters are also used to enhance voice-leading. Hybrid chords will be listed as they occur. 

This first 1 II- V’ blues example in the key of “F” contains some interesting chromatic voice-leading. In measure 
three, the top three voices contain contrary - chromatic motion while the bottom voice sustains. Measure four into 
measure five [F7(l?9/alt5) — B[>7(9/13)] contains a good example of contrary chromatic motion in all four voices; 
the top three voices ascend while the bottom voice descends. In measure eight to measure nine [D|?7(9/$ 11/13) — 
Gm(add9)], the top three voices descend chromatically while the bottom voice sustains. In measure nine to measure 
ten, those same three voices again descend chromatically. Finally, note the chromatic constant structures produced 
by the last six chords, 

*Not.e that the E-7 L> 5 (9/ 1 \l\> 13) voicing contains a major 7th width. 


F6(9) 


E-7b5 
(9/11/b 13) 



D-9 


G7(b9/alt5) 

(F-7f(5) 


C- 7(11) 
(G-7#6) 

\>£L 


F7(b9/alt5) 

(A6(9)) 

.^Sr 


Bb7 Bb 7(9/# 11/ IT) Bb -7(11) Eb7(9/ftl V13) A-9 D7(b9/alt5) 

(9/13) (Abmaj7#5) (Db/Eb ) (Dbmaj7#5) (Ebm/Ab ) 


Ab-7 

(ID 


Db7 
(9/HH/13) 



M 


Gm 

(add9) 


Db7 

(9/13) 

\>£L 


C7 C7(H9/alt5) Fmaj9 D7(H9/alt5) G- 7(9/11) C7(b9/alt5) F(9/#ll/13) 

(9/13) (Emaj9).... (Fmaj9).. (F#maj9) (F/G).... (F#/G# ).... (G/A) 



| 



V 
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IIS next example also contains some interesting chromatic voice-leading as well as another chord voicing 
containing a major 7th width (F-9J. In measure four to measure five [EW([>9/alt5) — At 6(9)], three voices descend 
chromatically while one middle voice ascends. In measure seven, again, three voices descend chromatically while 
one imddJe voice ascends. In measure seven to measure eight the top three voices contain minor triads which descend 
chromatically. Finally, note the same structures a whole step apart on the last two chords. 
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Chapter Thirteen. 

Altered 9th Tensions (\?9 and $9) on Bom? Chords 


These dominant chords contain both tensions \>9 and #9 in their voicings. Since tension [> 9 dictates the aom7 chord, 
voicings with and without the guide-tones will be examined. Some of the Sub V chords will produce very' incomplete 
structures and should be used with care. 

With the exception of the dom7(alt9/13) { 3 \,9 f 9 13 }' chord, all of the voicings in this chapter have been previously 
introduced enharmonically. Those inversions placing tension #9 on the 5th string will be avoided. 7 hose chores 
using tension 13 will avoid this tension on the 5th string as well. 

dom7 (alt9) 

The most characteristic voicing would include the guide-tones {3 \>1 W |9}. 


{3 W #9} 


There is one applicable inversion: $9 

i9 W 


C7(ait9) = DC6(9) {1 i>3 6 9} 


C-9 

o 


F7(alt9) 


iLct 


CFiB6(9)) 


Bt>maj7 

& 


El 


F |-9 

4o_ 


B13 

Tria- 


ls ub V) 


E6(9) 




{1 \>7 \>9 1 9} C7(alt9) = Gk(jfll) {3 5 6 #11} 


There are two applicable inversions: #9 

1 

!>7 

\>9 


\0 

b 

\>i 


i 


C-9 

|j£L 


F7( alt9 ) B ? maj 7(6 J 






■W- 




E-9 


A7falt9) DmajTtnU 


De°- 


TL 






xr 


-o- 




Ftf-7 

v- 


(Sub V) rfe 




B6(+f 1 1 ) 
.. %c — _ 


E6(9) 

XL 


Bi>7sus4 Eb6(#ll) Abmaj9 


ive- 


ftO- 


tre- 


xz 




{5 \>7 \?9 #9) C7(alt9) 

There are three applicable inversions: 


Ht? 7 

#9 

7 / 

5 

i>9 


1>7 \?9 

i 9 5 

b9 #9 
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(Sub V) 


If 


C-9C11) F7(alt9) Bbmaj7(6) G-7(ll) C7(alt9) Fmaj'7 
0 lx* Tcl kt ^ 

: e r-e 


D-9 G7(alt9) Cmaj9 




t 






3S 


_Q_ 


(At 7) 


F#-7 B13(b9) Emai9 


(Et7) 

Cji-7 Fjtl3(t9) Bmaj9 


(Bt7) 

At -7 Dbl3(b9) Gbmaj9 


£1 


?.Q_ 


vxx 


>&■ 


bm 








{3 5 \>9 p} 


C7(alt9) = Eil{\,9) {1 3 \>l\,9} 


There is one applicable inversion: |9 

5 

ry 

i 9 


D-7(ll) 


(Sub V) 


{1 3 W #9} C7(alt9) = D>-maj9 {1 1,3 7 9} 


G7(alt9) 


Cmaj7(6/9) 








«— r 

3 r 

1 

Ab-9 Dbl3(b9) Gb6(9) 

ft ^ ^ 

/ 

is= ~ — — -1 


p ->B " - 


There is one applicable inversion: 


#9 

1 

3 

\>9 


(Sub V) 


C-9(ll) 

F7(alt9j 

Bbmaj7(6) 

=^=g=— 

^ 

— e H 

^P^T 

•- - 

= 


F3-9 


m 


Bl3(*tll) 




EmajS 




a 5 1,9 ±t 9} C7(ait9) - El, 13 {1 3 \l 13} / A7l,5(#9) 

Note that this voicing contains a strong medal phrygian sound: {1 j,3 5 p9}. 
There is one applicable inversion: 11 9 


C-9(ll) 


b c - 


-fe 


sx 


(Sub V) 


if 


Ftf-7 

-e- 


F7(alt9) 

t 

frer 


(Ab 13) 

& 

B(13/ttll/b9) 

2Lq 


Bpmaj'7(6j 
a 


Emaj9 




m 




(B/E) 
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dom7(alt9/|ll) 

{1-7 1,9 #9 It 11 } C7(alt9/#11) = E^7/G|,6 


There are three applicable inversions: 


«9 

E>7 


I i 
9 


1-7 

#9 

b9 

#n 


f 1 

;l9 

b7 


C-7 F7bo(alt9) Bbmaj? 

P>XX 


.7=8 


G-7 C7b5(alt9) F6 
7X1 ,1m. ft 


E-9 A7b5(alt9) D6(9) 


xi 


7X1 


W 1 


s 


f 


its 


■tf-e- 


F#-9 


pi 

6 .' 


V 

B6 

in 


Emai7 Fs7sus4 


jq. 


fJ*6 

j£e- 


Bmaj7 

-ftg. - 


Bb-7 


[>e- 


IT ~ ^ 

Eb6 Ab6(9) 


pxx 


k 


(Sub V) 


i 


S 


{3 1-9 £9 |11} C7(alt9/#11) = A6(|ll) (3 5 bill} 


There are two applicable inversions: 


3 

ti9 

4 i i 


G-7(ll) C(#ll/alt9) F9 


F7sus4 F(b5/alt9) Bb6(9) 


I 


t-& 






sfi 


m 




TJ 


TT7 


, 17X1 
S O 


-5— er 


It 


ntrr 


-SK>- 


(C/F 


(Sub Vj 


I 


Ci-9 

-SO 


FS13 B(add9) F#/sus4 B13 

l- XL 

** o ii So 


E6(9 ) 

n 




"EXT 


{1 1-9 |9 ill} C7(ait9/i I J j = Gp 6(|1F {i 5 6 ill] 
There is one applicable inversion: #9 


iii 

i-9 


C i sus4 

7X1 


F(alt9/b5; 


-r^e- 


Bbmaj7(6) 

.i 




p>_' 

•e- 


B 6(111) 
feo 


E6(9) 

it 


(Sub Y) 
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(5 b 9 #9 #11} C7(alt9/pl) = \ I 3 l>7 $ 9 } 

This voicing cannot be used, since the single available inversion has tension #9 on the 5th string 


dom7(aIt9/bl3) 

[dom7#5(alt9)] 


{3 t9 |f 9 M3} 

C+7(aIt9) = Amaj7(fll){3 5 7 if 11} 


There are three applicable 

inversions: ft 9 3 

{5 h9 

3 |5 t9 

-_r^ 


!>0 \>9 3 



(Sub V) 


W 


G-7(ll) C-s-(aIt9) FmajS 


.Q_ 


I fni ^ 




F'/ sus4 F-h(alt9) Bb6 
!*P- 


C-9 P+(alt9) Bumaj? 


TT 


TY 


XT 


XT 


Q_ 




(C/F.) 


it 


Uf 


1 


C S-9 Fit 7(13/9) B(add9) FiTsusT B7/13/9) E6(9) 

i* - ■ JZL 


Fit -7(11) B7C13/9) E6{9 1 



{\>1 \>9 #9 I? 13} C+7(alt9) = Epsus4 


1 here are three applicable inversions: 


i5 

\?9 


t>7 
9 
9 
ft 5 


b9 

}9 

\> 7 


E-7fll)A+7Calt9.) D6(9 


?.£L 


C-9 F+7falt9) Bb6f9i 





(C7sus4) 

Bp- 7(11) Eb6(9) Apmaj& 


(Sub V) 




tm. 


m. 


Fit-7 

■ 6 - 


(Ap7sus4) 


B6(S: Emaj9 
J o 


F- 7(11) Bb+7(alt9) E?maj7(6 

p-e- 

(Db7sxis4) 

(Sub V not applicable) 


'W& 


m . a 
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{1 1 9 $9 [>13} C7(alt9/[>13) = Ebl3sus4 


There is one applicable inversion: $9 

i 

[>13 

[>9 


(SubV) 


m 


c-9(ii; 
— & — - 


F+(alt9) Bb(13/#ll/9) 

^ _u 


i 


(Bb/Eb 


(Db/Gb) 


(C/F) 


I 


F#-9(ll) B{ 13/ #11/9) Emaj9 
^ i 






ff 


(E/A) 


<C#/F#) 


(B/E) 


The {5 [>9 $9 [>13} voicing will be omitted, as was done in earlier chapters, due to the natural 5 and [> 13 it contains. 


dom7(alt9/13) 


{3 i>9 |9 13} 

There is one applicable inversion: 


P 

13 

3 

1>9 


(SubV) 


C-9 


XL 


i 


n-9 

ixt — 


F13(alt9) 


4 


n 


m 


•jlo 


B?maj7 

«■ 


B13(#9) Emaj7bo 


4 


o 


{[>7 [>9 |9 13} C7(alt9/13 j = Eb7(|il) {1 5 [>7 |llj 


There is one applicable inversion: b9 

13 

119 

Pi 


E-9 A13(alt9) D6(9) 


,bXL 

5 o 


xx 


Bb- 7(111 Eb(13/#9) Ab6(9) 


{1 19 #9 13 } C13(alt9) = 3(1,5.) {1 1,5 \>7 13 

1 here is one applicable inversion: ii 9 


13 

t>9 


(Sub V) 




C-9 

F13(alt9) 

— T — 

Bb6(9) 

ko. 

— e- 

7TT 

ESF 

*) 



—go 

F|-7 

1 

B(13/}tlV#9) 

E6(9) 


_Jto 

JCL 


1 


{5 1)9 #9 13} 


C13(alt9) = A7(l,5)/El,7(tr5) 


There are two applicable inversions: }?> 13 

13 89 

5 1 9 

1-9 5 


C-9 F13(alt9) Bbmaj7(6) G-7 C13(alt9) Fmaj9 

PXL L*. l>r» 


=£= ■ 

o 

— o— 



-H 

-O 

=7-8 n 

% — T- 

=dtt= 

- — 

4 

' H ~r 


(D7b5) 


(A7b5) 


(Sub V; 


Ff-7 B13(alt9) Emaj9 C#-9 F£13(alt9) Bmaj7(6) 




- :ilO 


5 t> - 


m 




The following dom? chords have four tensions ana no chord tones. These unique voiemgs imply specific chord 
scales and have several enharmonic spellings. 1 ' * 

I. dom7(alt9/alt5) / dom7i>5(aIt9/!>13) / dom7#5(alt9/# 1 1) / dom7(t9/|9/| \\/\> 13) 

{b5 |5 1)9 #9} {1)5 b9 29 .’.3} {^5 ? 9 p Sill 

These tensions imply the “altered” scale: 
l 


1)3 |2 

(\>9) (#9) 


1)5 &5 b7 

(#111 (b 13j 


II. dom7(aJt9/# 11/13) {.1,9 jf 9 #11 13] / doml3b5(alt9) {[,5 19 *9 13] 


These tensions imply the symmetrical “dominant diminished” scale: 

1 k.2 #2 3 $4 5 6 {,7 

M (p) (fill) (13) 
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dom7(alt9/a!t5)] C7(alt9/alt5) {1.9 #9 l>5 #5} = Al>7sus4 


There are three applicable inversions: 



(Sub V) 


i 


C7(alt9/alt5) 

C-9 F7{alt9/alt5) B?maj7 G7sus4 Fmaj7(6) 

O io ^ a A cs 


(C£7sus4) 


(Gif7sus4) 


F£-7 B6(9) Emaj7 CJ?-9 F#6(9) B(addS) 


§ £0 - 




o_ 


-E£L 


go 






Bb7(alt9/alt5) 

F7sus4 Eb mai?{9/6) 

k, £ 


(F#7sus4) (G7sus4) 


(Sub V not applicable) 


dom7(ait9/#ll/13) 


C13(k/alt9) {b9 #9 #11 13} = Et> -7(1.5) 


Avoiding inversions containing tensions #9 or 13 on the 5th string leaves two applicable inversions: 


*9 

13 

11 

9 


13 

9 

9 

#U 


(Sub V) 


i 


i 


C-9 F13(altS/b5) B?maj7 g 7 C13b5(alt8) Fmaj9 

-tPr 17 - 0 - 


jO 


FS-9 

Q 


Scs. 


& 


CGrS"7 p5) 

j 

B-6 Emaj7!?5 
—5si jio 


XI 


(Et>-?7 5j (C/F 


CJt-9 

_£l 


V 

F#-6 


Bmaj7 

5^ 


The following examples will use various dominant chords containing altered 9th tensions. Additional chords irom 
past chapters also will be used to enhance voice-leading. 

This fix s 1 II- V blues example in the Xev of D contai ns some interest! n g c onstant structures an d chromatic men on . 
i he first two choi d structures aie repeated a whole step lower in tne second measure. The E7(alt7 structure in measure 
three is repeated a whole step higher in the following measure. The three chords starting in measure five contain one 
common tone while the top three voices descend chromatically. The B13falt9j chord in measure seven has two 
common tones while the remaining voices move in contrary chromatic motion to the next chord. Measure eight s 
two chords share one common tone while the top three voices descend chromatically. Measure ten’s A7(alt) chord 
has two voices ascending and two voices descending to the next chord. Finally, note the last three chords use the 
same structure descending chromatically. 
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G7C13/9) 

G7(bl3/alt9) 

(Bb7sus4) 

G-9 

(F6(9)) 

C7("ll/alt9) 

(Eb-7) 

Fif-7(11) B13(alt9) 
(D7b5) 

F-7 

Bb 13(9 9) 

(G7) 

w 

-6—^ 

1 'XS- 

_ 

[W 



— 

, , Pf 5 

? -■ 

— 1- - stJ? 

y? — — 

1 L 

1 

jK SI 

■ ’ & 



E-7 



E- 7(11/9) A7(alt9) A7(alt) 
(D/E) (C7J (F7sus4) 

I 




I P-fiL 

~V?~ 


D6(9) B7b5(alt9) E-9 A7(b9/alt5) D9 

(Bm/E) (Bbm/Eb) (Am/D) 



Thi s next example in the key of C also contains some interesting voice-leading ideas. In the first measure, the top 
wo voices sustain while the bottom two move in contrary chromatic motion. Note that only one voice moves 
(chromatically) m measures two and three on the C7(alt9) to Atmaj9 chords and Atmai9 to G7(alt5/±}9) chords 
Measure three is G7(alt5/|9) chord sustains the lead tone while the remaining voices produce contrary chromatic 
motion to the C6( 9) chord. xMeasure four’s C7(alt) chord contains contrary chromatic motion between the top two 
voices ascending while the bottom two descend to the Fmaj‘7 chord. Finally, note the contrary motion between the 
top voice and bottom voices on the last two chords. 


Cmaj'9 B+7(alt9) 



13(99) A7(alt9) 
(G7) (C7) 

—a. . . a 

’ Z- - 


Abmaj9 G7($9/alt5) 
(Eb7) 

p 1 - 


C6(9) 

^ — 
— 




C7(alt) 

(Ab7sus4) 

i 

. 

— — 

: — jH g 


Fmaj7 F-6(ll) E7{#9) A7(alt9) D7(alt9) G7p5(alt9) Cmai7 

fBb7 ( (Bp - 6(9)) (F7) (Db6) 


7 


A- V&. C_£_ £ 

£ 1 ^ — hH^ 1 — i r v| 

. — £U£. tUi 

MT ~r 

W 

^ J-E* LUEb 

i i 

- ^ — *v. i 
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Chapter Fourteen. 

Enharmonic Chordal Substitutions 


The following chords (highlighted within boxes) appear in the order they were introduced in this text. Enharmonic 
substitutions for each one of these chords appear in the order they were introduced as well. Chords include the basic 
four-part chords and all the chords introduced in the tension chapters. To the left of each chord is the tension chapter 
where that chord can be found. Additional enharmonic substitutions of the same voicings that have not been 
introduced to this point will be examined in the Additional Enharmonic Chordal Substitutions chapter. 

This chapter will include the Substitute Vth chord for each dom7 chord introduced as well as the most common 
relative major and minor situations. Some of the more incomplete voicings will receive additional notation for the 
same root to the right of that chord in parenthesis. A more in-depth and organized approach to relative major and 
minor chords can be found in the Relative Major - Minor chapter. 


Tension 


niajor7 

1 






Chapter 



C 

E 

G 

B 


Cmaj i 


1 

3 

5 

7 

m 

A-9 


S>3 


\>i 

a 

(9 & 13) 

D7sus4(13/9) 

ll 

9 

4 

13 

(9& 13) 

Fmaj7(| 1 1/9) 

5 

7 

9 

#11 



major7t>5 









C 

E 

G\, 

B 


Cmaj 7 \> 5 


1 

3 

\>5 

7 

(9) 

A-6(9) 


\?3 


6 

9 

(9) 

Sub V 

-A^7#5(#9) 


3 

|5 

\> 7 

#9 

(9 & 13) 

D7( 1 3/9) 


? 7 

9 

3 

13 

an 

F#-?to(l 1) 

t»5 


1 

11 


j major7f 5 









c 

E 

Gf 

B 


Cmaj7(#5) 


1 

3 

#5 

7 

(9) 

A-maj7(9) 


p.3 

5 

7 

9 

(9 & 11) 

FH -7 b 5 ( 1 1/9) 

is 

\>i 

Q 

11 

(9-11-13) 

SubV^— - 

D7(13/ji 1 1/9) 

p? 

9 

jjn 

1 3 


^ At7(#9/#5> 

J 

P 

i 

P 
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minor? 






C 

Eh 

G 

Bt 



C-7 


1 

k 

5 

k 



Ek 


6 

i 

3 

5 

(9) 


Abmaj9 


3 

5 

7 

9 

(9) 


F9sus4 


5 

h7 

9 

4 

(9-11) 


F-7(9/l 1) 


5 

k 

9 

11 

(9-11-13) 


Dt>maj7(9/Ji 1 1/13) 

7 

9 

#H 

13 

(9-1 1-13) 


Bb-inaj7( 13/1 i/9) 

9 

11 

13 

1 

(9-11-13) 

Sub 

-Fi7(13/H U/k) 

#11 

13 

k 

o 

Jk 



^C7|9 (C-7) 

1 

#9 

5 

k 

(dom/alt9j 

Sub V^- 

A7h5(alt9) 

#9 

b5 

i?7 

k 



" v El? 13 (Ek) 

13 

1 

3 

5 



minor7h5 










C 

Eb 

Gt 

Bh 



C-7 1 5 


1 

k 

fc>5 

k 



Eke 


6 

i 

k 

5 

(9) 

Sub 

-At 9 



5 

7? 

9 

(9) 


'D7(-t9/#5i 


k 

k 

■**1 

ft" 

(9) 


F7sus4(t>9) 

5 

k 


4 

(ID 


Gk(#n) 



6 

i 

3 

(9-11-13) 


Dkmaj7(9/1 1/13) 

7 

9 

n 

13 

(9-11-13) 


Bk7k(t 13/11/9) 

9 

11 

k3 

1 

(dom/alt9) 

Sub V-r— — 

A13k(alt9) 

#9 

1 5 

13 

k 



'Ehl3(#9) (Ek6) 

13 

i 

#9 

5 



min or? ii5 

f.l 




G# 

Bt. 





C 

Eh 



C-7(|5) 


1 

k 

#3 

k 

(9) 


Bksus4 


9 

4 

k 

! 

(11) 

Rel 

F-7( 1 1 ) 


5 

k 

p3 

11 



Ah (add9) 



5 

i 

9 

(ID 


Ek6(ll) 


6 

i 

ii 

5 

(9 -13) 

Sub Y^r- 

-D7k(k3/k) 

k 

k 

l>5 

1 13 



Ah9 



c 

i 

q 

(9-11 ) 


Gk.(|) 1 1/9) 

ill 

6 

9 

3 

(9-11-13) 

SubV^ — 

-Gt 13(| 1 1/9) 

#11 

13 

9 

3 


\ 

C7.(39/Ji5) 


1 

k 

H5 

k 


minor6 


refer to minor?? 5 


major 6 


refer to minor? 


100 


[Bksus4(13/9)] 


(ES> 13sus4) 
(D7(k/alt5) 


I 


(9) 

( 11 ) 

(9-11-13) 

(9-11-13) 

(9-11-13) 

(dom/alt9) 


(9) 

(9) 

(9-11-13) 

( 11 ) 

( 11 ) 

(9-13) 

(9-13) 


(9) 

(9) 

(11-13) 

(11-13) 

(dora/alt9) 

(dom/alt9) 


(9) 

(11) 

( 11 ) 

(13) 

(9-13) 

(11-13) 

(dom/alt9) 


dom7 


Sub V- 


Sub V- 


Sub V 


C7 

Ff7(l,9/i,5) 

G-6( 11) 
BW(13/#ll/9) 
E7|5(jill/|9) 
Bl,maj7(13/j* 1 1/9) 
D-7 1,5(1, 13/9/1 1) 
A7(alt9) 

E l, 13(1,9) 


dom735 


Sub V 
Sub V 

Sub V 



C+7 

F#7^5(9) 
Bt>9(b5 ) 
E7(alt5) 
F-maj7(ll) 
Dt?-maj7(6) 
JD-7b5(b 13/9) 
D7b5(M3/9) 
A\,9(p) 


dom7,5 


Sub V 
Sub V 

Sub V 


C7l,5 

F#7t.5 

At.9(#5) 

D9(p) 

G-maj7(ll/6) 

Dp-maj7(1 1/6' 

A13(alt9) 

Etl3(alt9) 


aom7sus4] 


Rei 


Rel 


Re! 


Sub V 


SubV 


C7SUS- 

- Eb 6(9 1 

' C-7(l 1) 

- G-7(l 1) 

' B[j 6(9) 
Dlmaj7b5(6) 

- A[,maj7(9/6) 
"F-7(ll/9) 

D-7p5(l> 13/1 1 ) 
-A+7(alt9) 

"El, 13(9) 
-E7(alt9/alt5) 

" B?9(13) 


c 

E 

G 

bI, 

1 

»*> 

5 

1,7 

1,5 

1,7 

1,9 

3 

11 

6 

1 

1,3 

9 

in 

13 

1 

#5 

l 

|9 

in 

9' 

in 

13 

i 

1,7 

9 

11 

1-13 

|9 

5 

1,7 

1,9 

13 

1,9 

■fl 

3 

5 


C 

E 

<5} 

Bl, 

I 

3 

f5 

1,7 

.1,5 

1,7 

9 

3 

o 

1,5 

1,7 

1 

P 

1 

3 

1,5 

5 

7 

t>3 

11 

7 

1,3 

5 

6 

1,7 

9 

k-5 

1,13 

1,7 

9 

k 5 

1,13 

3 

P 

1 

9 


C 

E 

Gt 

Bi, 

1 

3 

1,5 

1,7 

1,5 

1,7 

I 

3 

3 

|5 

w 

9 

1,7 

9 

3 


11 

6 

7 

h 

i 

f 

1,3 

1 1 

6 

ft 

13 

5 

1,9 

13 

ft 

t-y 

5 


c 

F 

G 

Bp 

i 

H- 

5 

1,7 

6 

0 

“^1 

A 

1 

ll 

5 

i 7 

11 

P 

I 

1,3 

9 

5 

6 

I 

7 

3 

1,5 

6 

3 

6 

7 

9 

5 

1 

9 

11 

1,7 

1,3 

i: 

1,13 

ft 

P 

1,7 

1,9 

13 

9 

3 

5 

H5 

<■ 

1,9 

fi9 

U 

P 

a 

5 

13 

I 
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\E~7p(ll3)] 

[31,6^5(9)1 


[B 1,-71, 5(9)) 


[D9(|5/t5)] 


[F9sus4] 


(9) 

(9) 

(9) 

(9) 


(9) 

(9-13) 

(9-11) 


(9) 

(9-13) 

(11-13) 

(11-13) 


(9) 

(11-13) 

(dom/alt9) 


(9) 

(13) 



dimin.7 



El 






c 

Gk 

Bkk 


C° 7 


1 

!>3 

!?5 

kk7 


Ek°7 


kk 7 

1 

i?3 

k5 


A°7 


k3 

k5 

k k 7 

1 


cl °i 


k5 

Ik 7 

1 

\>3 


D7(F9) 


VI 

k9 

3 

5 


F7 (h 9) 


5 

k? 

k9 

3 


a!>7([>9) 


3 

5 

k7 

k9 


B7(l>9) 


k9 

3 

5 

k7 


j minor (maj7) 








C 

Ek 

G 

B 


C-mai 7 


1 

k3 

5 

7 


A-7b5(9) 


i?3 

i >5 

k7 

9 


D7sus4(13/b9) 

w 

k9 

4 

13 

Sub 

-F7(j!ll/9) 


5 

b9 

k7 

9 

i jl 

'B7(jf5/k9) 


3 

|5 

1 


major7(9) | 

9 for 1 / drop 2 {3 5 7 9}. ..refer to mi* 




C 

E 

B 

D 

Rel -r— 

-Cmaj9 


1 

3 

7 

9 


■A- (11/9) 


1 ? 3 

5 

9 

11 

Sub 

-Ak7k5(kl3/#9) 

•D7(13/9) 

o 

3 

\>1 

k 13 

9 

#9 

13 

k5 [Ak7(#9/alt5)J 

1 


Fmaj7(13/#1] 

) 

5 

? 7 
/ 

ill 

13 


F|-7k5(k 13/1 1 ) 

(?3 

k7 

11 

k 13 


major7b5(9) 

9 for J / drop 

2 (3 k 

5 7 9} refer to major6(9) 




Ninth(no3) { 1 k5 7 9} refer todom7b5(|9) 


minor maj7(9) 

9 for 1 / drop 

2 (b3 

5 7 9} refer to major7|i5 




C 

Ek 

B 

D 


C-mai 9 


] 

p3 

f 

9 

Sub V^— - 

■F7(13/|ll) 

B7(alt9) 

5 

b9 

k? 

3 

in 

13 

i mmor7(9) 


9 for 1 / drop 

2 fk3 

5 p7 9} refer to major 7 




C 

Ek 

Bb 

D 

Rel 

C-9 


T 

I 

k3 

k7 

9 


Ekmaj7(6) 


6 

] 

5 

"1 


FI3sus4 


5 

k7 


13 
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minor7b5(9) 


9 for 1 / drop 2 {[>3 1?5 Vl 9} refer to min. ma]7 
Ninth(no3) { 1 \? 5 \>7 9 } refer to dom7|5 


! 


major 6 (9) 


9 for 1 / drop 

2 {3 5 

6 9 } refer to dom7(sus4) 





C 

E 

A 

D 


(9) 

Rel x — 

C6(9) 


1 


6 

9 


(9) 

\ 

Btmaj7[>5(9) 

9 

to 

7 

J 




Am(ll) 


\?3 

5 

i 

11 


(13) 

Rei 

■Fmaj7(6) 


5 

i 

3 

6 




D-9 


i>7 

9 

5 

1 

(D9) 

(13) 


Fi-7b5(tl3) 

i>3 

\>1 

[>3 

p 13 

(9-13) 

Sub V^— 

> 

— 

-J 

T 3 — 

LkJ 

■o 

j 

A 


t>5 



■D9 


\?i 

9 

5 

1 


(9-11) 


G-6(ll/9) 


ii 

6 

9 

5 

(G7sus4(13/9)) 


; crsinor6(9 i 

[ 

9 f or 1 / drop 

2 { J?3 5 

6 9} 

refer lo major7b5 





c 

Ep 

A 

1> 


(9) 


C-6(9) 


1 

l>3 

.6 

9 


(13) 

Sub 

-F13 


5 

w 

3 

13 


(aom/alt9) 

■B7(alt9) 


t>9 

3 

t>7 

#9 




dom7(9) j 


9 for 1 / drop 

2 {3 5 1,7 9} 

refer to minor7b5 





C 

E 

Bb 

I) 


(9) 

(ID 

Sub V - 

(F#+7(#n)r 

C9 

Fjj7(alt5) 


I 

lo 

t7 

w 

3 

9 

|5 

J 


(9) 

Sub V - 7 - 

-D735(9'» 


\>i 

9 

is 


(9-13) 

( Ab 7b 5( b 1 3/9) )Ab 9( ait5 j 


3 



b5 

{£-7^5(113)} 

{Bl?maj9[?5} 

(11) 

Sub V^— E+7(fll) 
^Bt>9!o 


h 

9 

i 

1?5 

l 

\>i 

j 

(11) 


0-6(11) 


n 

6 

k3 

> 


(11-13) 


r-maj7( i 1/6) 



ii 

6 




dom7{[?9) i 


9 for 1 / drop 

2 {3 5 

S?7 \?9] refer to dlmm.7 





C 

E 

Bt 

d|? 


(9) 

Sub V^— 

-C7(F9) 


i 

3 

i>7 

i?9 


(11) 


'Fit7(iil 1) 


1 1) 

vl 

q 

5 


(13) 


Cji-mai7(6j 


J? J 1 

/ 

O 

i 


(dom/alt9) 

Sub V-v— 

-A7(alt9) 


P9 


l>9 

-p 

j 




s Et? 1 3(1? 9 ) 


m 

b 9 

> 

L 7 

7 / 
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(9) 

(9-13) 

(9-11) 


(9) 

(13) 

(9-13) 

(dora/alt9) 


j dom7(|9) j 


9 for 1 / drop 2 {3 5 [>7 ^9 } 


Sub V- 
Sub V- 


■C7(#9) 

-F#13Ct9> 

■A7(jfll/t9) 

■Ekt9) 


E 

3 

i - 
p / 

5 

9 


0 

\>9 

[l 

3 


Bp 

l>7 

3 

i>9 

5 


#9 

13 

|11 

1 


Sub V 


Sub V- 


9th(no 5 ) voicing C E B\? D| 

■C7(|9) 1 3 

■Ff 13(1,5) \,5 \>1 

Db-maj7(6/9) 7 M 

■A7(| 1 l/alt9) |9 5 

■Eb 13([,9) 13 U 


j>7 

j 

6 

19 

5 


#9 

13 

9 

#1 


dom7t>5(9) 


dom7p5(l9) 


9 for 1 / drop 2 { 3 b 5 1 7 9 } refer to doni7 ii 5 
Ninth Cno3) { 1 b5 b7 9 } refer ro dom7|5 


9 for 1 / drop 2 {3 1 5 1 7 b 9 } refer to dom' 


9th (no3) chord voicing not available until triad over bass chapter' 
C7(l9/!5) (1 b5 b7 19} = Gl/C 




dom7b5(|9)| 

9 for 1 / drop 2 {3 b5 p7 




E 

Gb 

Bb 

D| 

(9) 

(13) 

Sub T vN— 

-C7(|9/t5) 

J 

b5 

b 7 

f 9 



ii 

1 

3 

13 

(9) 

Rei 

Emaj9p5 

1 

9 

S>5 

x\ 

7 

(9-11) 


■04-6(11/9' 

I 'l 

1 1 

o 

(11-13) 


Bt-7b5(b 13/1 1 > 

t>5 

M3 

I 

11 

(9-11-13) 

Sub 

-A7(13/| 1 1/b 9) 
-Eb7(alt9) 

5 

V9 

13 

#9 

[>9 

5 

111 

1 


dom7|5{9) 9 for I / drop 2 {3 |5 17 9} refer to dom7p5 

Nimh with canned 3rd chord voicing { 1 |5 f>7 91 refer to dom7(9) 


dom7ji5(b9 


9 for 1 / drop 2 {3 |5 p? bs } 
Ninth with omitted 3rd chord voicing not available. 


_j 


reier to minor 


7b 5 


dom?|5(|9i, 9 for 1/ drop 2. {3 |5 \>1 |9} refer to major7tS 

Nmth with omitted era chord voicing not applicable: {1 if 5 |>7 1 9 ) forms an 
incomplete dominant sound. This voicing will appear later in a dominant capacity 
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( 11 ) 

( 11 ) 

(13) 

(dom/alt9) 


( 11 ) 

(9-11-13) 

(9-11-13) 

fdom/alt9) 


( 11 ) 

(11-13) 

(dom/all9) 

(dom/alt9) 


dom7sus4(9) 


9 for 1 / drop 2(4 5 \? 7 9 } refer to minor7 
Ninth(no5) voicing ! 1 4 fa 9} refer to minor? fa 


dom7sus4(fa) ! 9 for 1 / drop 2{4 5 fa fa} refer to minor7b5 


j major7(llll) 


11 for 5 {I 3 7 1 1 1 } refer to major7io 

1 1 for 3 {1 5 7 1 1 1 }; no enharmonic substitutions through the tension chapters. Tht 
relative minor forms a model dorian voicing: 


Cmaj7f 1 1 
A- 7 (13/9) 


C 


b3 


fa 


B 

7 

9 


Fit 

In 

13 


11 for 1 (357 #11} E 


Rel 
Sub V 


Cmaj7(#ll) 

Cfa7fa(ll) 

Gmaj7(6) 

Em(9) 

Et+7(alt9) 

A7(I3/9) 


3 

fa 

6 

1 

t? 9 
5 


5 

fa 

1 

fa 

fa 


B 

7 

fa 

3 

5 

fa 

9 


Ff 

ttn 

n 

7 

9 

fa 

13 


major6(;:ll) 


11 for 5 { 1 3 6 1 1 1 } refer to minor7fa 
11 for 3 (15 .6 #11} C G A 


F| 


C6(| 1 1) 

I 

5 

6 

fal 

E-7p5(l 13/1 1/9 j 

b 13 

fa 

11 

Q 

Sub V Et>7(13/£ 1 1/|9) 

^A7( 13/fa) 

13 

#9 

O 

J 

w 

i 

fa 

13 

Sub V^— F|7(fai/alt9) 

fli 

fa 

fa 

1 

^•C13(jliD 

1 

| 

13 


11 for 1 (3 5 6 #11} 

E 

G 

A 

Ftt 

C6(fal) 

3 

5 

6 


C{t-7[j 5(1? 13/1 1) 

fa' 

fa 

fa 3 

11 

Sub V^— Efafa(alt9) 

fa 

3 

fa 

I 9 

^A13 

5 

fa 

I 

13 

Sub V^— Ffa(alt9) 
^Ci3(j}ll) 

fa 

3 

fa 

5 

fa 

13 

1 

fa* 


(A-7(13)) 
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minor7(ll) 


11 for 5 {1 b 3 b 7 11} refer to dnm7sus4 
11 for 3 { 1 5 b 7 11} refer to dom7su$4 
11 for 1 {?3 5 \>1 11} refer to minor?}} 5 


minor6(ll) 


11 for 5 { 1 b 3 6 11} refer to dom7 
11 for 1 { [> 3 5 6 11} refer to dom9 


minor maj7(ll) | 


11 for 5 {1 }>3 7 11} refer to dom7(|}H) { 1 5 b 7 # 1 1 
11 for 3 {1 5 7 1 1 } unique.. .no substitutes 
11 for 1 [t>3 5 7 1 1 } refer to dom7}}5 


( 11 ) 

01) 

(dom/alt9) 


j dom7f|n) | 

11 fori {1 3 b 7 ft 1 1 } refer to dcm7b5 


11 for 3 {1 5 1.7 #11} C 


Sub V^— -C7(#ll) 
^F#7(^9/t>5) 


Sub V- 


G-maj7(l 1) 
■Al'3(alt9) 
Ep 13(19) 


I 

1>5 

II 

f9 

13 


G Br 

5 j?7 

[>9 3 

1 b3 

b7 b 9 

3 5 


11 for 1 {3 5 |> 7 Jill} refer to dom7(l>9) 


n 

i ii 

i 

7 

13 

#9 


ldom7jjsftlI)! 

11 for 3 { 1 |5 b7 ill} refer to dom9 
1 1 for 1 ( 3 jf 5 \? 7 }} 1 1 } refer to dom9 


major 7(6) j 

6 for 5 [ 1 3 6 7 } refer to major7(i}l 1 1 
6 fori {3 5 6 7 } refer to major 6 (9) 


major? b 5(6) 

6 for 1 (3 b5 6 7} refer to dom?sus4 


minor mai7(6 ) 

6 for 5 { 1 b3 6 7 } refer to dom7(j}lll 
6 for 1 { b 3 5 6 7 } refer to dom? ^ 5 


106 


(13) 

(9-11) 

(9-11-13) 

(9-11-13) 

(dom/alt9) 


(13) 

(9-11) 

(9-1 n 
(9-1 1-13) 
(dom/alt9) 


: 

1 


minor7b5(|,13) 

13 for 5 { 1 t-3 p>7 1? 13} refer to minor7|5 
13 fori {t? 3 1,5 b7 b 13} refer to maj6(9) 


dom7(13) 

13 for 5 11 3 \>1 13} refer to dom7[>5(|}9) 
13 fori {3 5 1,7 1 3 } refer to min6(9) 


Sub V 


Sub V 


dom7b5(13) 

13 for I [3 1,5 b 7 13 } refer to dom7($9) 


13 for 3 { ! to 1,7 13} C Gb 


C 1 3 5 
F$7(jj 9/1,5) 
G-maj7( 1 1/9) 
E-7b5(b 13/1 3/9) 
Eb7(13/jf 1 1/|9) 
A13(alt9) 


1 

1,5 

13 

b 13 

13 

#9 


[o 

l 

7 

9 

#9 

13 


Bt 

1,7 

o 

b3 

b5 

5 

1>9 


A 

13 

19 

Q 

13 

1 


dom7sus4(13) 


13 for 1 {4 5 1>7 13} refer to min or 7(9) 


13 for 5 { 1 4 1-7 13} 

C 

F 

bI, 

A 

C13sus4 

1 

4 

Vi 


13 

Rel ^—0-7(11/9) 

Bi,maj9 

11 

9 

1,7 

5 

1,3 

! 

9 

7 

Eb6(j:ll/9'' 

V- 

q 


i 

i 

Hi 

Sub V^— El,7(i3/ji 11/9) 

13 

9 

5 

1 

ill 

^A+7(alt9) 

|9 

#5 

1 9 


i 


major7(9/6) 

(3 7 9 6} refer to dom7sus4 

I minor ma]7(9/6)j 

{ 3 6 7 9} refer to dom7(|j9) 


j mi nor? j? 5 (1,13/9) j 
ft 5 b7 9 1 13 } refer to dom7j}5 
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dom7(13/9) 


{3 [>7 9 13} refer to maj7t»5 


19-13} 

(9-13) 


dom7(13/|>9) 


(3 \> 1 1»9 13} refer to dom7($9) 


dom7(13/|9) 


{3 b7 | 9 13} E Bp D# A 

SubV^— C13(#9) 3 \>1 |9 13 

^F#13(#9) k7 3 13 §9 


dom7(|?13) with 9 , b9,or it 9 


refer to dom?feo with 9. b9. or |9 


dom7j>5(13) with 9, \> 9 , or |9 

refer to three tensions as dom7 with: 
(9/jf 11/13), ([>9/jf 11/13), or (|9/#11/13) 


dom7[>5^13/9) 

{3 b5 9 b 13 } refer to dom7(9) { 1 3 \>1 9 } 
jt-5 t>7 9 [>13} refer to dom7(|5) 


dom7b5(b 13/b 9), 

— - : 

{3 [5 \>9 [>13} refer to maj6f9) {I 3 6 9 } 
{b5 \>1 b9 b 13} refer to min7(jf5) 



|dom7[>5(bi3/^9) j 

{3 b 5 j}9 tl;3 } refer to maj7(9) { 1 3 7 9 } 


dom?sus4(l3/9) 

(4 >7 9 13 J refer to major 7 

jdom7sus4ll3/b9) ! 

{4 [>7 [?9 13] refer io minor maj7 
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major7(|ll/9) 

{3 7 9 ill} refer to maior7[>5(9) 
{5 7 9 :11} refer to major 7 


major6(|ll/9) 

{3 6 9 llll] refer to minor7|5 
{5 6 9 j: 1 1 } refer to dom7sus4(13) 


.{7(1179} ! 


mmor ma 


{{>3 7 9 11} refer to dom7l>5(13) 


minor6(ll/9) j 

{ b3 6 9 11} refer to dom7p5(^9) 
{5 6 9 11} refer to maj6(9) 


minor7(ll/9) 

(\>3 vl 9 11} refer to dom7sus4(13) 
{5 \>1 9 11} refer to minor7 


I minor7[: 


5(11/9) 


;{p<5 \il 9 1 1} refer to major7|5 


dom7(|ll/9) 

! 3 \>1 9 |lli refer to dom7S>5(9) 
(5 b 7 9 1 1 1 } refer to minor maj? 


J dom7(-:ll/i>9) 

■3 [> 7 [>9 111} refer to dom7[>5(b9) 
(5 [>7 \>9 1 1 1 } refer to dom7(|9) 


(9-11) 
(9-1 1-13, 


dom7(jfll/j|9) 


{3 |>7 |f 9 H 1 1 } refer to dom7|o(ff9) 




{5 W ||9 III} 

G B'p 

»# 

Fjf 

— 

Sub C7(|t 1 1/^9)' 

^F|l3(t9) 

5 t>7 

'\>9 3 

it 9 

El 

13 

in 

i 


Sub V^— — A7 ( 1 3/ft 1 1/b 99 

Vl i>9 

mi 

13 


Up) 

maj or 7 (if 11/6) 

3 5 

i 

#9 


{3 7 ||11 6}. refer to major7t5(6) 





{5 / |f II 6} refer to major7(9) {1 3 7 9} 


! minor m a|7(ll/6) j 

{b3 7 11 6} refer to dom7t>5 

{5 7 11 6 } refer to dom7(9) {1 3 t>7 9} 


dom7(i3/jf ll)~j 

{3 l>7 it 1 1 13} refer to dom7|j5(13) 

{5 p 1 1 1 1 13} refer to minor maj7(9) 


j niinor7b5(bl3/ll )~j 

{t3 \l 11 \> 13 } refer to dom7sus4 
{k> r»7 i 1 h 13 i refer to maior7(9' 


major7(13/i:iI/9) 

{7 9 | n 13} refer to minor? 

[1 9 |f 1 1 ]_?} refer to dom7 

f3 9 if] 1 13} refer to maior6(Sll/9) 

: o 9 if 1 1 13 } refer to major 6(ji 1 1/9 > 


minor maj 7(1 3/1 1/9) 


{7 9 II 13 } refer to minor7fct5 
{.1 9 11 13 } refer to minor7 
{{>3 9 11 13 } refer ro : minor6(l 1/9) 
{5 9 1113} refer to minorfiO 1/9) 
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minor7[>5(l> 13/1 1/9) 


{1 9 11 if 13 } refer to minor 1\>S 
{1>3 9 11 7 13 } refer to major 6 (|ll) 
jjj5 9 3 1 I? 13} refer to doml3([?S) 

{if 7 9 11 I? 1 3 } refer to dom7 


dom7(13/#ll/9) 

{1 9 #11 13} refer to dom7 
{3 9 #11 13} refer to minor7#5 
{5 9 #11 13} refer to dom7sus4(13) 
{}> 7 9 #11 13 } refer to major? #5 


(9-11-13) 

(9-11-13) 


doni7(13/#ll/l>9) | 

(3 S>9 #11 13} refer to minor? 

{5 If 9 #11 13} refer to dom7[>5(#9) 

it* 7 I? 9 #11 13} refer to dom7(|ll/#9) {5 if 7 #9 #11} 


{1 if 9 #1 1 13} 


c dI? f# a 


Sub V 




Sub V- 


C7(13/#ll/if9) 
F#(#ll/#9) 
E!f7(13/# 1 1/|9) 
A13(#9) 


1 i>9 #11 13 

#11 5 1 #9 

13 \>1 #9 §11 
#9 3 13 1 


dom7(13/#ll/#9) 


■'{ 1 #9 #11 13 } not applicable 
{3 #9 #11 1 3 } refer to major 6 (# 11) 

{5 ^9 *!! 13 } reier to rioml3(l?5> 

{b7 #9 #11 13} reier to dom7(13/|ll/if9) 


dom7ia!t9) 

{3 if 7 I? 9 #9} refer to minor6{9) {1 if 3 6 9} 

{1 if 7 1> 9 #91 refer to maior6(#ll) {3 5 6 #11} 

{5 i? 7 ) 9 1 9 } reier to dom7 

13 5 i?9 #9} refer to dom7(|ll) {3 5 pi #n} 

{1 3 jf9 #9} refer to minor maj7(9) {I (>3 7 9} 
{1 5 if 9 #9} refer to riom7j?5(#9) 


jdom7(fell/alt9) 

{if 7 if 9 #9 #11} refer to minor? 

{3 if 9 #9 #11 } refer to major 6 (#ll) {3 5 6 |ni 
{1 if 9 #9 #1 1 } refer to major 6 (#ll) {1 5 6 #11} 
{5 b 9 #9 #11} refer to dom7(#9) {1 3 if 7 #9} 
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(dom/alt9) 


dom7(t> 13/ait9) ! 

— j 

{3 \>9 $9 \> 1 3} refer to major7(|ill) 
{t>7 1 ?9 $9 [> 13 } refer to dom7sus4 
{1 b9 $9 [>13} refer to doml3sus4 
{5 b9 ^9 1 1 3 } not applicable 


I dom7(13/alt9) 

{1 \>9 $9 13) refer to domI3([>5) 

{5 1 9 1 9 13 } refer to dom7[?5 

[\>1 [>9 +t9 13} refer to dom7(|ll) {1 5 \>1 |ll} 

{3 [>9 #9 13} E m D| A 

Sub \A— - C13(alt9) 3 [,9 jto n 

\l 5 13 f 9 (F#-13) 


dom7(aft9/aIt5) 

{i>9 1 9 l? 5 $5} refer to dom7sus4 


dom7(13/| ll/alt9) 

{ \> 9 1 9 1 1 13} refer to minor7io 
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Chanter Fifteen. 

in. 


Additional Enharmonic Chordal Substitutions 


Up to this point, our enharmonic chordal substitutions have been produced by tension additions, dominant Sub v 
chords, and relative major and minor chords. By relaxing some of the rules established through the tension addition 
chapters, additional chordal substitution possibilities can be added to our previously established voicings. Though 
some of these substitutions will produce ‘‘incomplete" voicings. they migni prove more effective in certain situations 
than a more complete cnord voicing. 

Aions with these incomplete voicings. two additional voicing types that were previously omitted will be examined; 
dominant 7th chords with a natural 5th and tension b 13. though its Sub V will not be examined, and tensions 9 & 
1 i on a min7§5 chord. 

At the end of this chapter the “inconiDlete" Sub V chords that were produced by their Sub V relation to the dominant 
cnords presented in the tension addition chapters will be displayed. 


I major 7b 5 \ 




B 


c 

E 

Gr> 

Cmaj7b : 

j 

i 

t-5 

7 

E9(b 13) 

b 13 

t 

L 

9 

5 

Bsus4(b9) 

b9 

4 

5 

i 

major 7 it 5 






C 

E 

G# 

B 

Cmaj7(|t5) 


3 

f 5 

7 

E7(b 13) 

t> 13 

i 

3 

5 

B13sus4(b9) 

b9 

4 

13 

1 


minor 7 


C-7 

G-7$5(l 1 ) 
Eh 7 sus 4 f 13 / 9 ; 


11 

c: 


b3 

#5 


J L>. 

\>1 

ta 


{ B b-maj7{ 1 3/ 1 1/9) } 


1 o our 71; 5 ' 


E\> 1 3sus4\ \?9 ) 


1,4 




g| m> 

St 5 b 7 

4 - 5 
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dom7t5 


E 


Gt Bb 


Sub V 


Sub V 


Sub V 


C7t5 

1 

3 

i?5 

t7 

I 

Bt9(alt5) 

9 

l?5 

is 

E9(alt5) 

h 

i 

9 

t5 

major7(9) 

c 

“PT 1 

B 

D 

Cmaj9 

i 

3 

■"7 

/ 

9 

E7(t 13) 

1 13 

i 

3 

t7 

j minor maj7(9) 


C 

Et 

B 

I) 

C-maj9 

I 

t3 

7 

9 

- D13fj>9J 

1 t 

P i 

b9 

13 

i 

At7(jj 1 1/^9 :■ 

3 

5 

#9 

ttl 1 

A-7 p5 

b3 

15 

9 

11 

minor? (9) 


C 

Et 

Bt 

D 

C-9 

1 

t3 

t? 

9 

D7(t9/#S) 

t7 

t9 

ft 5 

1 

^At9(|n:) 

3 

5 

9 


major6(9) 

c 

E 

A 

1) 

G6(9) 

1 

^5 

6 

9 

E-7|5{1 1) 

f? 

i 

ii 

t7 

[ niinor6(9) 


c 

Eb 

A 

D 

C-6(9) 

] 

t? 

6 

9 

D7(t9) 

v7 

t9 

z 

i 

^At7(#ll/t9) 

3 

5 

t9 


A-7 1 5( 11 } 

b3 

1 7 5 

1 

11 

Etmaj7t5(6j 

6 

1 

t5 

7 

doni7(t9) [ 


c 

E 


Et 

C7(t9) 

I 

3 

t? 

t9 

Bt-7t5(9) 

9 

ts 

-a' 

1 

b3 


(Bt-7t5ftl3/9)) 
(E-7b5(b 13/9)) 


(At (#11/9)) 
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Relative 


Sub Y 


riom7($9) 




C 

E 

B[> 


C7(|9) 

1 


t-7 

|9 

Ab 7 (p 13/9) 

3 

b 1 3 

9 

5 

Bi?-7p5(l 1/9) 

9 

[>5 

1 . 

ii 

] tiom7;i5{£9) 


Gb 




E 

Bb 

*># 

C7(Jf9/l»5) 

3 

bS 

b? 

|9 

aW(M3) 

[>13 

i>7 

9 

5 


major 7(±t 11) 




F| 


C 

G 

B 

Cmaj7(jtll) 

1 

X 

•C 

7 

fn 

Blh i 3/V 9 ) 

i>9 

M3 

i 

5 


E 

n 

VJ 

B 

n 

Cmaj7(jfll) 

3 

5 

7 

in 

F#7sus4(l,9) 

\>1 

\>9 

4 

i 

j major 6 ($ 11 ) 






C 

G 

A 

F| 

C 6 (fll) 

1 

5 

6 

|n 

G-mai7(l 1/9} 

11 

1 

0 

7 

B7(b 1 3/b 9) 

[>9 

M3 

pi 

5 


E 

G 

A 

n 

ct'i u i 

3 


6 

ih 

. ■ Emf 11/9} 

i 

M 

ii 

9 

^ Gmaj7(9/6 ) 

6 

i 

9 

7 


minor ma j7(ll) 






G 

B 

£ 

C-maj7(ll) 

i 

- 

7 

11 

E7(M3/alt9) 

i> ] 3 

r 9 

D 

bS 

AAif5(9) 

i>3 

b 7 

0 

ii? 

^ 

-B7(b9/alt5) 

\>9 

|5 

1 

M 


7 

9 

M | 

i* - I 

i 


(E--7b5f 1 1/9)) 
(G-maj 7(9/6)) 


{F(| 11/9)] 


115 


dom7(#ll) 







C 

G 

Bp 



C7(| 1 1) 

1 

5 

k7 

#11 


E-7[>5(M3/9) b 13 

is 

is 

9 



E 

G 

Bb 

n 


C7(jf 1 1 ) 

n 

J 

5 

b 7 

#n 


E- 7b 5(9) 

I 

is 

b3 

9 


dom7b5(13) 







C 

g!> 

Bp 

A 


C13(p5) 

1 

1?5 

b? 

13 


D7(bl3) 

b 7 

*y 

b 13 

5 



dom7sus4 (13) 


CI3$us4 
D7(l> 1 3/^ 9) 


C 

1 

bv 


4 

#9 


Bb 

I? 7 

bi3 


13 

5 


Sub V 
Sub V 


dom7(13/|9) 


C13(Jf9) 

F|13(#9) 

A7f ji'l 1/t? 9) 


b7 

>9 


Bb 

b? 

3 

5 

t-9 


D# 

13 


Ji 1 1 


13 
If 9 


11 


Sub V 


|oom7(!3/i;'l]/b9l l 

i __ i 

C 

Bb 

F# 

A 

07(13/# 114,9) 

1 

p9 

#11 

13 

F7(p i 3/p 9 > 


bl? 

b- 

? 

j dom7(13/alt9) | 

t: 

JL** 

Bb 


A 

C13(alt9) 

ri 

.4 

b9 

if 9 

13 

E-maj7( 1 1/6) 

i 

6 


1 I 

Db-7#5(9) 

-Eb7(b9/b5t 

■b3 

p9 

i 

[ - 
p 

9 

\t Z- 

■ A7(jf 1 1 ) 

5 

3 

#31 

1 


(A(#ll)) 
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Incomplete Sub V Chords 

This is a list of the dominant Substitute V chords that were introduced in the tension chapters by only their Sub V 
relation and not by tension additions. Some of these voicings appear quite incomplete and might not prove very 
useful in dominant situations. The list will be in order of the Sub V’s appearance through the tension chapters and 
will include the original dominant chords that produced the Sub V chords and the original chords that introduced 
the voicings. 



Sub V Chord 

Original Dom Chord 

Original Chord 

1 

C7{alt5) {1 3 t>5 #5} 

Fp(\>5) {1 t>5 \>1 9} 

Ak7 

2 

C7i> 5(1? 9) {1 3 \>5 [>9} 

F#7(*ll) {1 5 1,7*11} 

F|7(#ll) 

3 

C7l,5(9) {1 3 to 9} 

F*+7(*ll) { 1 1 5 1,7 |11} 

D9 {1 3 1,7 9} 

4 

C7i>5(|9) {13^5 |9} 

F| 13(1,5} {1 W 1>7 13} 

Ft 13(1,5) 

5 

C9(f 5) {1 3 #5 9} 

F|7b5(t> 13/9) {b 5 P 9 !> 1 3 } 

E+7 

6 

C9(§5) {1*5 W 9} 

F|7b5(kl3/9) {3 t-5 9 1,13} 

Bj,9 {13 [,7 9} 

7 

C9 {1 3 5 9} 

F#7|,5(l, 13/1,9). {t>5 1,7 W 1,13} 

E-7(i5) 

8 

C9 {1 5 [,7 9} 

Fj}7b5([, 13/1,9) {3 1,5 j>9 1,13} 

B(,6{9) {1 3 6 9} 

9 

C7(13/9) {1 1,7 9 13} 

F*7l>5(|,13/*9) {3 1,5 *9 1,13} 

B[>maj9 {1 3 79} 

10 

C+7([,9) {13 §5 b9} 

F|7(9/#ll) {5 1,7 9 $11} 

DWmaj? 

11 

C7(t,9) {1 3 5 [?9} 

F*7(|,9/#ll){5 1,7 1,9 }}11} 

A7(|9) {3 5 1,7 |9) 

12 

C 1 3 ( 1? 9) {1 3 t>9 13} 

F*7(#9/#ll) {5 1,7 t9|ll} 

Ff7(f9/fll) 

13 

C7(#5/#9) {1 3 #5 p] 

F#7(9/| 1 1/13) {1,7 9 #11 13} 

Emaj7|5 

14 

C7(#5/*9) {1 1,7 |5 |9j 

F#7(9/* 11/13) {3 9 |11 13} 

C-7(|5) 

15 

C7(|9/alt5) {1 {.5 #5 |9} 

F|7(9/i 11/13) {1 9 fl! 13} 

At7 

16 

C7(*9) {1 5 \>1 19} 

F*7(W/| 11/13) {3 1,9*11 13} 

C-7 

17 

C7(|ll/#9) {1 5 #9*11} 

F#7(l,9/*n/13) {1 1,9 1 11 13} 

F|7(l»9/i 11/13) 

18 

C7(|9) {1 3 5 |9} 

F*7(l»9/* 11/13) {1,7 Will 13} 

A7(|ll/#9) {5 1,7 |9 ill} 

19 

C13(S9) {1 3#9 13} 

Fi7(i9/| 11/13) {1,7 |9 ill 13} 

El, 7(1, 9/# H/13) {lW#ll 13} 

20 

C13(|9) fl Wf9 13}' 

Ftt7f#9/# 11/13) (3 |9 till 13} 

El,6(fll) (3 5 6 |11} 

21 

C13(|>9) {3 5 b9 13} 

F*7(alt9) {5 1,7 b9|9} 

A7 

22 

C13(| 11) {3 5#)3 13} 

F|7{alt9) {1 1,7 1,9 #9} 

C6(ill){3 5 6*11} 

23 

C13(i>9) {5b7 \>9 13} 

F*7falt9) {3 5 1>9 ^9} 

El»7(# 1 1) {3 5 Will} 

24 

C13 {1 3 5 13} 

F#7(aH9/*ll) {>7 [,9 39 ill} 

A-7 / C6 

\ 

25 

C13 (1 5 r>7 13} 

F*7(alt9/|ll) {3 1,9*9 #11} 

E[,6(# 1 1) {3 5 bill } 

26 

CI3(* 1 1) {1 5 § 1 1 13} 

F#7(alt9/|Il) {1 1,9 i 9 #11} 

C6(# 1 1 ) { 1 5 6*11} 

27 

C13(>9) {1 5b9 13} 

F#7(al.t9/#1 1) {5 W *9 ill} 

A7(|9) {1 3 Pp) 

28 

07(13/9) {5 [>7 9 13 } 

F#7(alt9/[» 13) {3 P |9 [,13} 

Et»-maj7(# 1 1) {3 5 7*11} 

29 

C7 ( 1 3/9) {3 5 9 13} 

F|7(alt9/l,13) ft? 7 W#9 1,13} 

A7sus4 

• 

30 

C7(13/|9) {3 5 #9 13} 

F|l3(alt9) {\>1 b9*9 13} 

A7(* 11) { ! 5 Will} 

31 

C7(13/|9) {5 t>7 p 13} 

Fi 13(alt9) {3 w #9 13} 

F|13(alt9) 

32 

C7(13/9) {1 5 9 13} 

Fi7(alt9/alt5) {P&5 1,9 p] 

D7sus4 

33 

C7(13/#9) {1 5 *9 13} 

F#13(alt9/# 11) {W#9 ill 13} 

A-7 [,5 


Ali of these Sub V chords can be found in a II - V - 1 situation placed under the original dominants. 
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Chapter Sixteen. 

Relative Major-Minor 


In this chapter both the relative major to minor (and vice-versa) and the relative minor to minor l\>5 (and vice-versa) 
will be examined: ’ 

C major to A minor (A minor to C major) 

C minor to A minor7t-5 (A minor 7j>5 to C minor) 

The following chord types with tension additions will be explored: 

1) major 7/major 7t>5 and major 6/major h!?5 relative to minor: 

C m aj 7 / Cm aj 7 p 5 and C6/C6b5 relative to A minor. 

The relative minor of major chords containing natural 5th and |j 1 form a “dorian” minor (Vl & 13) which 
will oe examine a in a later section . 

2) minor 7 relative to major: C-7 relative to E\> major. 

3j minor 6 relative to both major and minor 7i?5: C-6 relative to Eb major and A-7[>5 

4) minor 7b5 relative to minor: C-7b5 relative to Eb minor. 

5) minor maj7 relative to minor 7b 5: C-maj7 relative to A-7 [>5. 

With the exception of the drop 2 C-maj7(9), which is relative to Etmaj7#5, the minor(maj7) chords' relation to 
major chords will be avoided, since the majority of these chords would produce tensions on a major 7#5 chord. 

Those relative chords that were not displayed in the tension chapters will receive asterisks and an example of a II- 
-I situation at the end of this chapter. Chords are listed as they were introduced in this text. Some of the relative 
voicmgs are so incomplete that they can have more than one function in relation to the root of the chord. When this 
help pens, the additional function will be listed in parentheses. 


Four-part 7th & 6th Cnords (Drop 2); 


Cmaj7 

— relative to A-7(9) 

Cmaj7b5 

A-6(9) 

Cmaj7|f5 


C6 


C-7 


C-6 


C-maj7 

A-7 5(9) 

C-7 J? 5 

E|-6 
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Original 

Voicing 


E-7 / G6 


Tension 9 


Cmaj9; 

drop 2 {3 5 7 9} reterfve to A-7(ll/9) {5 I? 7 9 11} (A9sus4) 
{ 1 3 7 9} relative to Am( 11/9) {b 3 5 9 11}* 


D6(9) {1 3 6 9} 
Al>7i>5(#9) 


Cmaj9[>5; 

drop 2 {3 !>5 7 9} relative to A-6( 1 1/9) {5 6 9 11} fA7sus4(9/13)) 
{1 b 5 7 9) relative to A-6(l 1/9) {[>3 6 9 11} 


(A7sus4) 

Bt>maj9p5 


C6(9); 

drop 2 {3 5 6 9} relative to A-7(ll) {1 5 \>1 11} fA7sus4) 
{1 3 6 9 } relative to Aral 1 ] ) { 1 [?3 5 11}* 


El-maj7 


C-7(9); 

drop 2 {1>3 5 \>1 9 } relative to E \> maj7 {1 3 5 7} 
{1 1>3 i>7 9} relative toE[>maj7(6) {1 5 6 7} * 


Ebmaj7k5 


Ebmaj7|5 


C-6(9); 

drop 2 { p 3 5 6 9} relative to E b maj 7 p 5 {1 3 \>5 7} 
relative to A-7i?5tll) { 1 \>5%1 11} 

{1 j>3 6 9} relative to El?maj 7 \> 5 (6) {1 [>5 6 7}* 
relative to A-7 [>5(11) { 1 [>3 [>5 111* 


C-maj7(9); 

drop 2 {[>3 5 7 9} relative to E 1? maj 7 1 5 

relative to A-7 [> 51 1 1/9) { b 5 [> 7 9 11} 

:I t>3 7 9} relative to A-7 p 5(1 1/9) {[>3 [-5 9 11! 


E?-maj7 

D-r7 



drop 2 {[>3 to l 7 9} relative to Ekmaj7 [1 i>3 5 7; 
{1 b 5 [>7 9} relative to E[> -maj 7(6) {[>3 5 6 7} 
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Original 

Voicing 


C7sus4 

F7sus4 

G-7{#5) 


A-7(#5) 

F9{ 1 3 t?7 9} 
F7 


G+7 
F7(| 1 1) 

{1 5 t? 7 i± 1 1 } 


Gt>maj7[?5 
Bmaj7(it 1 1) 


Tension 11 

. -J 


Cmaj7($ll); 

11 for 5 = Cmaj7lo under Four-part 7th & 6th Chords 
$11 and 5 not applicable 


C6(#ll); 11 for 5 = C6t»5 

C6 L- 5 relative to A-6 
$ 1 1 and 5 not applicable 


C-7(ll); 

{I 5 t»7 ] 1 } relative to E[>6(9) {3 5 6 9} 

{1 \>3 t?7 11} relative to E\> 6(9) {1 5 6 9} * 

{ 5 1 7 1 1 } relative to Ekadd9) { 1 3 5 9} * 


C-6(ll); 

(1 5 6 11} relative to E[>6(9/$11) {3 |>5 6 9} 
relative to A-7(§5) { 1 b3 $5 \>1) 

{p3 5 6 11 } relative to E[>(9/!>5) {13 b> 5 9 } * 
relative to A-l\>5{\>\3) {\ \>5 b!3 \>1] * 

{1 b3 6 1 1 } relative to El>(9/$1 1/13) \ 1 ^5 6 9} 
relative to A-l\,5(\>l3)"{l \>3 p5 i? 1 3 } * 


C-ma]7(ll); 

U 5 7 11} relative to A-7$5(9) { b3 $5 b 7 9} * 

ft3 5 7 1 1 } relative to A- 7 1- 5 f 1 1 3/9) {b5 $5 b7 9} (A9(alt5 

{1 p3 7 1 : } relative w A-7>5(b 13/9) { b 3 b-5 ir5 9 1 ' 


C-7b5(lt}; 

{ 1 b> p7 II }. relative to E\>-6(9} { b 3 5 6 9} 

{ 1 3 b? b? 11) relative to Epm(9) {1 t>3 5 9} * 
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Original 

Voicing 


Fmaj7(jf 1 1 ) 
G6(9) {1 3 6 9} 


B7sus4 


F7( if 1 1 ) 

B-r? 


C-7(|5) 

Gk(9) {1 3 69} 


E7sus4 




I 

B7f|9) 

{1 3k #9} 


Bk7 


Tension 13 \ 


Cmaj7(6) 

{13 6 1} relative w A-(add9) { 1 p3 5 91 * 

{3 5 6 7} relative to A-9 11 5 }>7 9} (A9) * 

Cmaj7tS(6) 

13 k 6 7 } relative to A-6 (9) { 1 5 6 9} * refer to maj6(9) {15 6 9 

C-maj7(6) 

{ 1 h 3 6 7 } relative to A-7|>5{9) { 1 ir-3 |>5 9} * 

{[>3 5 6 7] relative to A-7?5.(9) { 1 i? 5 \>1 9} 


C-7k(k3) 

{ ll3 |f 5 1.7} relative toEb-6(]l) {1 5 6 11} (Ei>13sus4' 
{[>3 \,5ft \>1) relative to E^m(ll) { 1 \>3 5 11} * 


Tension 9 &13 


Cmaj7(T3/9) 


{3 7 9 6} relative to A - 7 1 1 1/9) {1 5 9 11} (A9susA ■' 


Cma j 7 1? 5 ( 13/9 ) 


reier to (Jma;703/ilJ/9-! under 


7 ensions S. 


1- tJw 


11 


r 


-niai 


7(6/' 


{i>3 7 9 6} reianve to A-7t> 5(11/9) { 1 t>5 9 II! 


C-7k(bl3/9) 


[I? 5 p i 9 p 1 3 t relative to E[>-mai 7 ( 1 1 1 { 


l * - 


I! 


Original 

Voicing 


(F#-7C|5)) 


F13sus4 
Bb6 / G-7 


B7l>5(#9) 

F6(9) {1369} 


F13[o 


Gt>maj7|5 


Fll5 

G9 { 1 3 1>7 9} 


Gt>maj9 { 1 3 7 9} 
,B:>7'sus4 


Tension 9 &11 


Cmaj7(|ll/9) 

til for 5 = Cmaj9b5 under Tension 9 
fill with 5 not applicable 


06(511/9) (#11 for 5 = C6k5(9)) 

J3 15 6 9} relative to A-6{U) {1 5 6 11} fA13sus4) 
1 1 P-O. 6 9} under Tensions 9, 11, & 13 


C -7 (11/9) 

{1>3 t>7 9 11} relative to Et>maj9 {1 5 7 9} * 
{5 b7 9 11 } relative to El>mai9 (3 5 7 9} 


C-6(ll/9) 

U 6 9 1 1 } refer to C-maj7(13/l 1/9) 

{[)3 6 9 11} relative foEbmaj9i>5 {1 1,5 7 9} 

relative to A-l\,5{\>ttih) {\ ‘\>5 p u} * 

{5 6 9 11) relative to E [> maj 9 b 5 {3 {>5 7 9} 
relative to A-7#5(ll) '{ 1 #5 1 7 11}* 


C-maj7(ll/9) 

{p 3 7 9 ilj relative fe> A-7t>5(b 13/1 1/9} f|o 9 11 \>U] 


C-7b 5(11/9) 

{to b? 9 1 1 } relative to Eb-maj9 {\>3 5 7 9} 


Tension 1I&13 j 


C-maj7{ll/6; 

$} 1 6 1 1 f relative to A-7t>5(bl3/9) { I b5 55 9} * 
{57611} relative to A-7 ft 5(9) {1 #5 [,7 9} * 


C-7b5(b 13/11; 


{b5 VJ 11 j? 13} relative to Ebmd 1/9) {t»3 5 9 11} * 

{b3 b7 11 p 13 } relative to Ejbrafl 1/9) { I 5 9 11} (Ebsus4(9)) * 
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Original 

Voicing 


I Tensions 9. 11, &13 


B-7 

D7 


Cma j 7(13/h 1/9 1 


{5 

9 

211 

(7 

a 

hi 

{1 

9 

4 1 1 

13 

9 

hi 


13 } is not applicable 
1 3 1 relative ' to A-6( 1 1/9) {16 9 11} 

13 ) relative to A-6(ll) i 1 1 3 6 11} 

13 t under Tension 9 & 11 as C6(jil 1/9 1 


B-7 to / D-6 
D-7 


C-maj7( 13/1 1/9) 

■{7 9 11 13 } relative to A-7#5(l 1/9) { 1 j}5 (l 13) 9 111 
{I 9 11 13 } relative to A-lp( i 1) { 1 [>3 ft 5 11} * 
relative to Et maj7( i 3/it 1 1/9) f 7 9 $11 1 3 j 


A 1 1 3 1 1 5 ' 


C-7 1 5(M 3/11/9 


{b 5 9 ii t !3 ; relative to Et>-raaj7( 1 1/9) { 1?3 7 9 111 


The new relative chords that have been discovered, land received asterisks), will now be displayed in various II V 
1 examples. These chords will be grouped into three different categories: major, minor, and mi nor? 1 5. The relative 
chord or chords will be listed as well as the original chord to first introduce that voicing. 

The following is an organized list of the relative chords that will be examined, showing the oraer in which they will 
appear and any multiple functions they might have. 

MAJOR Functions 



1 

major t add9) 

{1 35 9 j 

dom7(9 ) ! rcaj7(9' 

w 


maj or p 5 (add9) 

{1 3 [o 9} 

doni7p5(9) / maj7l>5{9) 


T; 

maj7P' 

M "PC 
.= 1 

maj 7; 9 ! / min. map" 


4 

maj 6(9) 

(156 9} 

maj6(9 1 / min6(9 j 

w 

2) 

maj7(6) 

{1567} 

maj 7 (6) / min. maj 7 (6) 


6 

maj7p5(6] 

( I S?5 6 7: 

maj7b5!o i only 


T 

7 

maj7(6/9) 

{1 679} 

maj 7 (6/9) / min . maj 7 ( 6/9 ) 


MINOR 


Functions 


i 

minonadd9' 

i I b3 5 9 1 

min? (9) /min. maj 7 (9) / min6(9 i 


m 

minor! add 1 1) 

(1 h 5 111 

min7(l 1 Vmin. mai?( 1 1 )/min6( 1 1 ) 


A 

J 

minor! 9/ 1 1 ) 

{ K 3' 5 9 11} 

min? (9/1 1 )/min.maj7(9/l i )/ min 6(9/1 1 1 


4 

minor(9/l 1 ) 

{1 5 9 11} 

same as above plus aom9sus 

"w 

5 

minorP/l 1) 

|1 93 9 ii} 

min7(9/l 1 )/min.maj7(9/l 1 )/min6(9/l ! 


6 

minor 7(9) 

f 1 5 b7 9} 

min7(9) / dom7(9) 

- 

7 

mm. maj 7(9/1 1.) 

n 7 Q M 

\ x > y i j 

min. maj 7(971 1 lonly 

. 

8 

min.maj7(6/l P 

{ 1 67 11} 

min.maj7(6/l llonly 
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MINOR 7 1-5 


Functions 

1 

min7b5(9) 

{1 1-3 1-5 9} 

min7 1-5(9) only 

2 

min7 1-5(11) 

{1 1-3 \>5 11} 

min?l>5(ll) only 

§ 

min7 1-5(9/11) 

(1 15 9 11} 

min7[- 5(9/1 1) only 

4 

mm7[>5(9/ll) 

{ l? 3 1-5 9 11} 

mm7 1-5(9/11) only 

5 

min7 1? 5( j? 13) 

{1 1-5 p7 b 1 3 } 

min7i>5( 1- 1 3)/dom7(alt5) 

6 

inin7 1-5(1-13) 

{1 1-3 i-5 1-13} 

min7 1-5(1- 13) / dom7(|9/alt5 

7 

min7 J? 5( b 13/9) 

{1-3 1-7 9 b 13} 

min7l-5(l- i3/9)only 

8 

min7l-5(t> 13/9) 

{1-3 1-5 9 1-13} 

min7b5(l-13/9)on!y 

9 

min' 7 \> 5(1? 13/9) 

{1 1-5 9 1-13} 

min7 1-5(1- 13/9)/ dom9(all5) 

10 

min7b 5([- 13/9) 

{1 W 9 1-13} 

min? 1-5 ( 1- 1 3/9)/ dom9+ 

11 

min 7 1-5(1- 13/9) 

{1 i-3 9 1.13} 

min7i-5(l-13/9)onIy 

12 

min7 1-5(1- 13/11) 

{;l 1-5 11 1- 13 } 

min7|-5([- 13/.1 1)only 

13 

min7b 5(1-13/11) 

{1 1-7 11 1-13} 

mm7i-5(|- 13/1 l)only 

14 

min7t>5(p 33/11) 

{1 1-3 11 1-13} 

min7 1-5(1- 13/1 l)only 


major! add9) j {1 3 5 9) 

C(add9) relative to A-7(l 1) ( 1 3 5 1-7 11} 
original chord E-7$5 


Avoiding tension 9 on the 5th string leaves three applicable inversions: 



9 

1 

5 




5 

3 

9 




"j 

0 

I 




1 

5 

3 



G-70L1) C7(b9/alt5) F(add9) 

C-S 

F7bP 

Bb ! add9) 

0-7(31) F7(39/alt5) 

B-(add9 ) 

--i £■- n - 

£e 


OjCl 

nB 

— rr-rkfir- !-^ 

'iPt^o — 

— e ! 

: f E =5- ?a_— 

1 



p O- — ■ 

— u JJ fre _ 




major |?5(add9) 


I 1 3 1-5 9} 


C(9/t>5) relative to A-6(l 1) (33 5 6 11} 
original chord D9 {1 3 p 7 9 } 


Avoiding tension 9 on the 5th string leaves three applicable inversions: 

1-5 9 1 

9 to 3 
1 3 9 

3 1 p5 
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D-7(ll/9) Db(9/b5) C(add9) A-7(ll) D7(bl3) G(9/b5) B-7(ll) Bb(9/b5) A(add9) 


0 a 

— 

t~nf& — 

-e- * 

■r© — — — — 

4- --me • u 

-fa — ^ 




AgP u 0 

J o J 

: o ' ° 

tat e o- 


maj7(9) 


{ 1579 } 


Cmaj7(9) relative to A-7( 11/9) { p3 r>7 9 11} 
original chord D13sus4 { 1 4 \>1 13} 

Avoiding tension 9 on 5th string leaves only one applicable inversion: 9 

7 

5 


E-7(ll) A7(ii5/#9) Dmaj9 



maj6(9) 


{1 5 6 9} (min6(9)) 

C6(9) relative to A-7(l 1) {1 l>3 \>1 1 1 }; C-6(9) relative to Ebmaj7l>5(6) {3 6 7} 

original chord D7sus4 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 


D-9 G7{ir5/b 9) C6(9) 


m 


!>e- 






B-9 E7(45/b9 1 A6(9) A-7(9/ll) Ab7 


J 


-fcr 


XT 


— &■ 




& 


G6f9 


-©■ 


maj7(6) 


15 6 7 


Cmaj7(6) relative to A -9 {1 b 3 \>1 9\ 
original chord A-9 


There is one applicable inversion: 


C-7(ll) 


-j Hr & 




F7(alt9) 
-4x1^ 


m 


B?maj7(6) 
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maj7j>5{6) 


1 j>5 6 7 


Cmaj7[?5(6) relative to A-6(9) { 1 t>3 6 9} 
original chord A-6(9) 


There is one applicable inversion: 


7 

\>5 

1 

6 


C-9 

r> 


F7(alt9) 


Bbmaj7b5(6) 




W 


maj7(6/9) 


16 7 9 


Cmaj7{6/9) relative to A-( 11/9) (1 b 3 9 11} 
original chord F6(jf 1 1) {3 5 6 jt 1 1 } 

There are two applicable inversions: 9 1 

7 7 

6 9 

1 6 


F#-7(ll) B7(b9/alt5) Bmaj7(6/9) E9sus4 


I 


IT 




& 


E7(alt9/b5) Amaj 7(6/9) 




in 


Ih* 




TX 


JJL 


*Note: The above E9sus4 voicing is introduced in the New Voicing chapter. 


minor(add9 ) 


{1 b3 5 9} 


Cm(add9) relative to A-7i>5(Tl) (b3 i>5 b 7 11} and E!?mai7(6) 
original chord At>mai7(S 1 1 ? 1? " 7 k \ : 


3 6 7 


igina 

There arc three applicable inversions: 


1 o 

9 

i 


9 

5 

i ^ 

p 


D 

9 

J 

b3 


i 


9-7bo C7(13/£ll/t>9) Fm(add9j A-7>5(11) D7(#ll/b9) Gm(add9) E-7^5 A7(alt5) DmiaddS.; 

-e- Pne- f v ^ mx 


9 


E 


t r~rr 


TT 


sax 


m-i) 


t 




- -tx 


m 




m 


+ 


3X 


(F+7 1 
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minor(addli) 


{1 t>3 5 11} 


original chord El? 6(9) 


There are four applicable inversions: 1 1 


F#-7(#5 

i 


B13(b9 

5lQ 


{13 6 

9 \ and A-7[?5(p 13) 

{ p 3 [>5 \>1 b 13} 

1 £T 

i » ■ 

i>3 1 



i?3 

5 11 



i 

11 b3 



3 li 

1 5 



Em(ll) 

D-7b 5(11) 

G7b9 

Cm(ll) 

-e- 

Q 


! 






TT 


Six 


urn — 




(G#7) 




A-7b5(bl3) D7b9 Gm(ll) B-7i»5£bl3) E 13(39! AmClli 


1 

> o ^ ^ 

r _ Jlq __ 


/pi's i ■ 

J — f^L- . — j ' t i 

1 


; w j> -■ G E 7°*"' 

f fi . _ ■ ■ -f~ - 

l.u ^ 


J_sj ELX 7 0 


a t -- 

(C#7J 


minor(ll/9) 


( p 3 5 9 11} 


Cm(l 1/9) relative to E[>maj9 { 1 3 7 9} and A-7t>5([> 13/11) {t>5 i?7 11 I? 13} 
original chord E|?maj9 


There are two applicable inversions: 


11 

9 

5 

1 3 


1>3 

9 


K-7?5(ll) B7C13/i>ll/b9) Em(ll/9) D-7b5 G7(b9/alt5) Cm(ll/9) 


J 

a -At ..-it e ; 

i>e , i ! 



J .vg 4 _ i 

m^r - H 




T= K 


VMd It ( V 

A* il 


minor(ll/9) | lie L| 11} 

Cmf 1 1/9) relative to Eb mai 7 (6/9) 13 6 7 9 } and A-7 1.5(1? 13/1 1) {[?3 b 7 11 b 1 3 ) 
original chord GTsus-t 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 

I 9 5 

II 5 9 

9 1: 1 

5 1 11 

Amt 9/ 11) D7(b9) G6(9‘ GmO/11) C7(#9/alt5) FmajS 0-7(11/9) F7(alt9f Bbmai7(6/9 


7? 

-e- 

-&■ 


I !>©- 

! O 

o 

So 

ft 


u 


n 

1 1 jj-'a 


so 

1 , in 

v > tl 

t? 

1] 




n r** 

iD 


i 1 cr J 

lAi 

Ll_ 

u 






H- r ■ 

"Id ' 


„ n ct 

“7 




— Vz- 




li .u 

1/ '-a- 

L\ 

_gs_n 


(Ab7i 


minor(ll/9) 


{1 t» 3 9 11} 

Cm(l 1/9) relative to Ej?maj7(6/9) { 1 6 7 9} 
original chord A|?6(|ll){3 5 6 fill} 

There are two applicable inversions: 1 1 [>3 

9 9 

I 11 

h3 1 


Dm(ll/9) G7(alt5) 

— 



C(add9) 
c 




TV 


Emfll/9) 
4# 


A7(alt5) 
— — 


D(add9) 








ret 


-9-&- 


TT 


*Nore: The above A7(alt5) and D(add9) voicings are introduced in the New Voicings chapter. 


min7(9) | { 1 5 J?7 9} 

C-9 relative to Ebmaj 7(6) (3 5 6 7} 
original chord B j? 6(9) {1 3 6 9} 

Avoiding tension 9 on the 5th string leaves three applicable inversions: 





i 

9 

b 7 








5 

j>7 

9 








9 

5 

1 








b? 

1 

5 





A-9 

Ab7 

G6(9) 


F-8 

E9 

Ebmaj? 

C-9 

B7 B^maj7 


~~P ° 

—fir. SR 

1 EM5- 

EE3EE 

o 

e — 


AG- 


o 

i?XL 



-e* ^ 

- 4 , 


— — 

Li 

e — 

t 

n — 

— e — - 


O— 


— 1- 

=ZE 

min, maj7(9/ll) 


U 

7 9 11 

} 






C-maj7(9/l 1 ) relative to A-7[? 5( I? 1 3/ 11/9) { i> 3 9 II 1 13 1 
original chord F6(jf 11) {1 5 6 (ill) 


Avoiding tension 9 on the 5th string leaves only one applicable inversion: 9 

7 

11 


G-7b5(9) C7(H9/#5) F-maj7(9/ll) 
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L 


min. maj7(6/ll) 


{i 6 7 11} 


C-maj7(6/ll) relative to A-?[>5(i>l 3/9) { 1 \> 3 9 1>13} 
original chord All 3(alt9) {3 i?9 |9 13} 


There is only one applicable inversion: 


7 

11 

1 

6 


B-7b5'0>13/lI) E7(alt9) A-maj7(6/ll) 


S — 

Q 

pO- — — 

fc 2 n 



m 5 




(Fma}9) (F-6(9)) 


min7ii5(9) 


{1 l>3 |>5 9} 


C-7[?5(9) relative to El>-maj7(6) { 1 1?3 6 7 
original chord A 1?7 ( ^ 11) {3 5 |>7 jill} 


There is only one applicable inversion: 


9 

1 5 

1?3 


G-7b5(9) 
A 




QJ 


C7{#5/1>9) 


Fm(add9) 

Q , _ 


m 


min 


71.5(11) 


1 1.3 1.5 11 


C-7 1)5(1 1) relative to E[>-6(9) {lj>3 6 9} 
original chord ~Ep -6(9) 


i here is only one applicable inversion: 


11 

1 

l>5 

[?3 


1 


F#-7!>5(11) B7(13/ill/b9) Em(ll/9) 

— — m 


a , < -f * 


E 


is 


3tC 


min7 1-5(11/9) 


11 1)5 9 1 


C-7 i) 5(1 1/9) relative to Ei)-maj7(6/9) {b-3 6 7 9} 
original chord D7(j| 9) {1 3 \>1 |9j 

There is onlv one available inversion, and unfortunately this one has tension 9 on the 5th string: 

1 i 


\>5 

9 


min7S)5(ll/9) 


(b 3 i>5 9 11 } 


C-7 1. 5 ( 1 1 /9) relative to E 1) -maj 9 { 1 [? 3 7 9 } 
original chord Eb-maj9 

There is only one applicable inversion: 1 1 

9 

1)5 

i)3 


E-7? 5(11/9). A7(#5/b9) 








D-6(9) 




- - c r 




129 


min7t>5ft-13) 


{1 1-5 1-7 \> 13 j 


C- 7 t- 5 (c> 13 ) relative to Ei- - 6 ( 1 1 ) { i ?3 5 6 11 } 
original chord A [-9 {1 3 1-7 9 } 


There are four applicable inversions: [-7 1 

i-5 i? 13 

1 j-5 

[-13 [-7 


1-5 [-13 

1-7 1 

i- 13 [-7 

1 1-5 


A-7b5(b 13) 

D7(aIt5/#9) 

G-6(9) 

E-7(alt5) 

A7(#5/ #9) 

D-6 


~m 

_|A 

L 3 " 0- 

ns::o 

r 

ZXF~ 

T-O- 

arr 

° - 1 



TJ 

— 

1i 

Z E 

o 

So 1 

—A A 


E-7b5(bl3) A7(alt5/alt9) D6(9) D-7b5(bl3J G7(#5/#9) Cmaj7(6) 


=^= 

, to 

- 

e^ : 

to 

li !f>° 

, to 

— b “o - 

. ^ 


o 

rO- — 

— 

II b o ~ 

\\ 

Sgi 

£? — n 

— H 


min7b5(bl3) n [ (1 b3 1-5 b 13 1 

C-7 }-5([- 13) relative to Eb-6( 11) { 1 1-3 6 11} 
original chord A 1-7 

There are four applicable inversions: 1-13 3 [-5 1-3 

1-3 [-5 1 I- 1 3 

1 1-3 1-13 1-5 

i-5 1-13 1-3 1 


A-7t> 5(t- 13) Ab7 



G-6 

?xi_ 

-3©- 


B-7b5(bl3) E7(#5/b9) 

xi «: 

= n 8 

haq — 


A- 6(9) 

ja_ 


“ 

i. 



D-7bo(b 13) 


I 


G7b 
c_ 


C-6G1 i 


E- 7 b 5 (bl 3 ; A 13 fb 9 ) 




XX 




±f 


rz- 




±fcii= 




min7b5fb!3/9) 


(F7) 

{1-3 [-7 9 1-13 } {min7lt5(9T i 


C-7 [-5(1- 13/9) relative to E b -maj 7(11) { 1 5 7 11} 
original chord Eb-n. .,711 1 ) 


There are three applicable inversion::: 


Q 

bl3 

b3 

[-7 


b 3 
9 

b 13 


! i 

17 IS 


[? / 

1-3 


(F#7) 


Dm(ll) 
c- 


m 


(F6(9j) 


A-7#5C9) D70t5/#9.i G-6(9) B-9S5 E7(*5/b9) A-9 D-7#5{9)G7(#5/b9) C-mai9 

I ; 


A -9- P-°- ■«- 


to,, an 

P'-O. {?-€> <t\ 

— ^ „ , Z L 

. 4^ *r 

: n — n - - ■ ■ — ri 

■ „ } 


- 1 

n — — — — p 

- f a ' k r 

! i 

v> ■ ^ u 


— ~ e — L 

133 E7e 1 


j min 7 j, 5 (b 33 / 9 ) I tin 1 5 9 ll 3 ! 

C-7b5(l 13/9) relative to Ep-maj7( 11) {1 \>3 7 11] 
original chord A [,7(ji 11) 11 5 b7 fill} 

There are iwo applicable inversions: be 9 

9 is 

p 1 V 3 

be b 13 


E-7b5(bl3/9j 

A+7 

D(9/b5) 

£ O 

A-7?50 13/S) D7(il5/f9 ! 

, -Q. l ?XL 

G-6C9) 

-e- 


S? 

hJ KJ 

1 

rrnrr? " 

i GO 

I'f 

ri- o — 

7, id 

LJ 

. - - | v — ft 

A • 

1 : 

f^ri. n 






1 1 

V- 1 ■ - 



- T.L . L_ ii 




sy 


i min7b5fbl3/9) 


,1 b5 9 b i 7 


C-7b5(l 13/9) relative to E?-maj7(6/l 1) {1,3 7 6 11} 
original chord A[,7l»5 / D7l5 


Note: Since the original chord mirrors the same chord a tritone away, it applies to any substitution chords of me 
original chord: 


Ap7to 

Eb-maj7(6/l 1 J 
C-7b5(bl3/9) 


D7p5 

A-maj7(6/l 1} 
F | -7 1,5(1, 13/9) 


Avoiding tension 9 on me 5th string leaves tnree applicable inversions: 


1 b 13 9 

1,5 0 j, 13 

9 ! b5 

b 13 bb 1 


A-7?5(b 13/9) D7 


G-6f 9 -i-l'} 5i :■ 13^8 > D if d 9 


r* 1 n 


A- 7 b 5 ' :■ 1 3/ 9 } D 7( d 5 i Gma } / 



A '-e- -o- -©- 

J-Y ‘•'a O 

XI ^ XI 


v -in :o : 

i ' L.5 ^v,. 1 | | 

au 0 r 


i*r — 0 AAt j 

,1 (J° _ _ ' _ ' ‘ " j] 

__ls : j- 

\ 

FT7 r- ^ I 

lri_jL^C 

i 


j min 7 b 5 (ll 3 / 9 ) 


1 b? 9 b 13] (min9ii5 


C-7 1,5(1, 13/9) relative to cb-majTf i 1/&) {5 7 611} 
original chord B|?9 {1 3 b? 9} 


Avoiding tension 9 on the 5th string leaves tnree applicable inversions: 


i 9 b7 

1,13 1,7 9 

y b 13 j 

1 7 I b 1 3. 
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A-7#5(9) D7(alt5/#9) G-6C9) 






—4 






(G9) (Gbmaj9; 




TX 


E-7#5(9) A7(alt5/b9) Dmaj9 


So 






-&-»■ 


_ 


D-7^}5(9) G7(b9) Cmaj9 

— b_CL o 




4? — €> 


min7b5(b 13/9) | {1 [,3 9 [>13} (min7#5(9)) 

C-7\>:5{\> 13/9) relative to Et-maj7f 1 1/6) (16 7 11} 
original chord B13(alt9) {3 \>9 |9 13} 


1 here is only one applicable inversion: 


9 

1 13 
b3 
1 


F£-7j)5(9) F9 E6{9) 
. ;4B 5 


■O- 


¥ 


m 


40 




50 


i min7jo(b 13/11) j {1 jo n [,J 3 } 

C-7 1 5(1? 13/11) relative to Eb -6(1 1/9) { I? 3 6 9 uj 
original chord D7 \> 5( 1 9) / A b 1 3 

There are two applicable inversions: |> 13 1 

11 t>5 

1 11 

i>5 1 13 


B-71> 5013/11) 

E(b9) 



A-6 

•e- 


A-7b5(b 13/11) 

D7(#5/#9) G-maj7 

i -e- i ttfx pxi 

8 

n ~~ 


f 7 


(1 I? 7 It j? 1 3 } |*nin7 $5(11.)) 

C-71?5(e> 13/1 1 ; relative- to Eb-6(i 1/9) [5 6 9 t ] 1 
original chord A [>6(9) {1 3 6 9} 


min7 1,5(1, 13/11) 


Avoiding tension 1 } on the 5th string leaves three applicable inversions: 

k 7 1 11 

11 [>13 [>7 

1 11 [?3 

b 13 b? i 


A-7#5fll) D7(j}ll/b9) G-6(9) 



tJ 


3S 


, -B- 

:ii 

5=0 


G-7#5<11) C7(bl3/£9) F-6(9) 








_e 

- i-a o - — 

rrE= R= 


E-7#5(ll) A7(alt5/b9) D6f9) 

-©- 3-0- XL 

E ft*? 

fc o ft 6 flu - 
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min7b5(b 13/11) 


{1 b.3 II b 13 } (min7$5(llj) 


C-7b5(b 13/1 1) relative to Eb-maj7('13/l 1/9) {19 11 13} or £b-6(l 1/9) {1 6 9 11} 
original chord F-7 

Avoiding Tension li on the 5th string leaves three applicable inversions: 


11 

b3 
b 13 


b 13 


11 


b 13 


.-7 #5(11) D7(b9) G6(9 ) 


=t^ 




. ; ( S 


8 


G -7^5(11 
, bn. 


Gb ; 

M2. 


Fmai7 E-7#5(ll) Eb7 




tm. 


D-6(9) 


a p 


1 H 


Chapter Seventeen. 

Additional Substitutions in II-V-I Examples 


After removing all of the chords that were examined in the Relative Major-Minor chapter, only dominant type 
chords remain in the Additional Enharmonic Chordal Substitutions chapter. These can be organized into three 
different groups; 

1} Dominant chords with 1 13 and natural 5 ( no Sub V’s). 

2) Dominant sus4 chords with \>9 (no Sub V’s), 

3) Remaining dominant chords (including Sub V’s). 

The dom7sus4( 13/9) {14 9 13 } voicing (original chord mi n7/maj 6) will be omitted, due to the ambiguity produced 
by forming a complete 16 chord in relation to the V7sus4(13/9) chord; C7sus4(13/9) = F6. 


i dom7(bl3) 

{1 3 5 [>13} C7(j> 13} = At>maj7|5 

There are three applicable inversions: 3 5 1 

i> 1? i 5 

5 t>I? 3 

1 3 f 13 


Gm(ll) C7(bl3) F(9/b5) 


i 




_Q_ 


9 0^ r 




F-7Q1) Bb 7(b 13) Ebmaj9 

■ bii bn. b o 




D-' 


G7(bl3) 




CT 


-&~e 


ex 


nerx 




9 o 




— 


, xt 
V&T- 


Cmaj9 

n 


73^ 


xr 


{1 5 p7 i? 13} C7([>13} = Abmaj9 {1 3 7 9} 


There are two applicable 

inversions; h? 

5 

i 

b 13 





M3 

h 




E-9 

A7(bl.3 ! 

—8 

D6(9) 

n 

Q 

F7(9/13l 



F7(bl3 

Bp ( add 9) 

r 

'V 

i- . g-B- 

Hjlij 

l_ CT 

— 1 ■ U 

7 0 

^©°- 1 

b i* 


{3 5 !>? b 13} C/(bl3j = Bb !3(b5) {.1 ]>5 p7 13} 

There are two applicable inversions; M 3 

5 in 

3 5 

\> 13 t-7 


E~9(li) A7(ul3) D6(S) D-9 G7 (p 13) DmajS 


^H§— 

— ri — “ 


< 5 - -0- 

— £ _ 

i 

— Ue^i : 

jCL 

— 1 




— ; Ji £3 ~ 

O 

■ — & 1 
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dom7(i>13/9) 

n 5 9 1,13} C9(kl3) - A^maj7(M) 


There are two applicable inversions: 9 

1 



Ms 

5 



5 

9 



J 

Ms 



B-7(ll) G9(bl3; 

C6(9) 

F-7C11) B?9(b 13) 

Eb6(9) 

A a L ^ 

i & 

, 1 ?xx bsx 

a 

ko. 


-9—9 




e 

TTn- : ... j? 


sJ 

i D_ 



. . ir* 

i - ' L 

.. K, 

41 ^ ^ 

r* 

17^ 



{3 5 9 [>13} 


C9(b 13) = E7(|9) { 1 3 M |9} 


There is one applicable inversion: 5 

9 

M3 

’-‘1 


m 


A- 7 

A -S- 


D9(p13) G6(9) 


s 


rtc 


xz 




xr 




ft) 


{5 M 9 M3} 


C9(M3) = E7M(|9)/BM3 


There are two applicable inversions: [> 7 9 

5 M3 

9 5 

Ms M 

E-9(ll) A9(bI3)D6(m/9 


3^ 


fi 


% 


ttf 




C-9(ll) F9(bl3) Bi>(add9j 

ko. 

4^5— 


jQ_ 








dom7(M3/W) 


{1 5 [>9 M3} C7([> 13/b9) = D>maj7(|l.l} {1 5 7 #11} 

There are two applicable inversions: 5 


b 13 


1 

I 




TTTT 


E-7f 11) A7(bl3/b9) D6{9) 

AAT- -S’ -C'" 


B-9Q1) E7(bi3/b9) A6(9) 

-e- — -e- 



ljO 

li 

" via : i 

h ip j L 

- iu*° 


jT^i 

ij 

fA u 



1 j . | ft J ; 

— 

LS 

£Lxi 

e 



JJ 
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{5 17 \>9 b 13} C7([>13/[>9) = Dt6(jfll) {15 6 |ll} 

There are two applicable inversions: \>7 \> 9 

5 b 13 

\>9 5 

bl3 \>1 


E-7(ll) A7(bl3/>9) D6(9j Dm(ll/9) G7(bl3/t>9) C(add9) 



o 

Q 



i iw* 

o 

Id 1 — 4-J5: LI — 

3 t-W 3 

J7V=J5 

TT- T 




— - — 

5.0 

> ^ r 


o 

V 

n 

— ■ ^ 'it 

4 — e 



-sr 

— e 


44 — U 

.. 

_U 

Ejt> ^ 


{3 5 [>9 {>13} 


C7([> 13/l>9} = G7(13/}tll/p9) (1 1>9 #11 13} 


There are two applicable inversions: 3 [>9 

\> 13 5 

5 3 

[>9 [>13 


E-9 A7(b 13/b 9) DmajS 

,i-CL b-EL 


F7sus4 F7(b 13/b9) B>maj9 

i P-O. JQ. 



— 





i 


. so ~ 

n ' 

— ii^j 

— ? — e — — 


— q 


dom7([>13/|9) 

{5 [>7 |9 [>13} C7([> 13/|9) = B[>13sus4 {3 4 [>7 13} 

There are two applicable inversions: b? |9 

5 b 13 

Wo 5 

tU ?7 


F-9Q1) Bb7(bl3/#9) Eb 6(9) E?maj9 C-9(ll) F7(bl3/^9) Bt>inaj7(6) 



— g ° . 

— 1 1 Lj nr 

=tf= 

— fUr§ — 

i 

— g||P 

_XL. 

— 

— H 


9-0 s-e — — - 

f 

(Constant structure ) 



A 

— -M2 — 

a 7 O 

— 

b - 

(F6(9)) 

=J 


dom7([>13/alt9) 


{5 b9 ^ 9 [>13} C7(t I3/aii9) - At>-maj7( 1 ! ) {1 5 7 111 

There are two applicable inversions: 119 b9 

j? 13 5 

5 H9 

[>9 m 


E-9 

A7(bl3/alt9) Dmai9 

C-9 

F7fbl3/alt9) Bb6(9) 



3-D- 

3 b Hit 

, br*. 

1 

i EH?- 



Q 

frr»e 


-TF C 

mi 

axi a' ir 

— T—6— 




_4 




136 




dom 7 sus 4 (t> 9 ) 

{14 5 \> 9 } C 7 sus 4 (S? 9 ) = D[>maj 7 ([> 5 ) 

There are three applicable inversions: 4 5 1 

1 [>9 4 

5 1 t >9 

p9 4 5 


C- 7 (ll) Fsus 4 (b 9 ) Bbmaj 7 ( 6 / 9 ) A- 7 Q 1 ) Dsus 4 (b 9 ) Gmai 7 ( 6 / 9 ) E- 7 (ll) Asus 4 (b 9 ) Dmaj 7 ( 6 ) 

I 

17 * 0 - „ I 





_Q_ 


k 


-e- 






ter 


& 




sm 




XT. 




-JT& 


ZSTCr 


*& 


-o 




{1 4 \>7 \, 9 } C 7 sus 4 (l> 9 ) = Glmaj 7 (fll) {3 5 7 # 11 } 


There are three applicable inversions: 


i 4 \>9 

4 1 1 

[>? \>1 4 

E>7 b9 \>7 


D- 7 (ll) G 7 sus 4 (bS) C 6 


I 


C -9 F 7 sus 4 (b 9 ) Bbmaj 7 ( 6 ) Dm(add 9 ) G 7 sus 4 (b 9 ) Cmaj 7 (i!ll) 

1 ' D£L ATT jgD 




33 ^ 




S 


i 


w 


io 1 


5 






XT 


XT 


XT 


(Constant structure) 


doml 3 sus 4 (^ 9 ) 

{1 4 |? 9 13 } C 13 sus 4 (l> 9 ) = Dt>maj 7#5 

Avoiding tension 13 on the 5 th string leaves two applicable inversions: 4 13 

1 >9 

13 1 

[>9 4 


C- 9 G 1 ) Fld 3 us 4 (? 9 ) Bt>maj 7 ( 6 ii Am(ll) Dl 3 sus 4 is? 9 ) Gmaj 7 ( 6 ; 

i j 

. , PXt. P£L -Cl £L 



— r — 

K - 

1 FT 





cr- F v 


PI jT> 

K lT"N 

jCTk 

Ar\t‘ t i 



e 


_x_o : 


t } 


{4 5 \>9 13 } C 13 sus 4 (b 9 ) - A +7 

Avoiding tension 13 on the 5 th string leaves three applicable inversions: 


13 


b 9 


5 13 

I? 9 4 

13 i ?9 

4 5 


i 


C -7 FX 3 sus 4 (b 9 ) Bbmaj 9 
im. -v 


A- 7 (ll) D 13 sus 4 (b 9 ) Gmaj 7 ( 6 / 9 ) E-l 


9 JZ L 


5 






ii 


i «- 

ikz: 


. -o- 

2 XT 


-&■ 


-Av 


■! — c=- 




XT 


ir 


XT 


A 13 sus 4 (b 9 ) Dmaj 9 
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dom9(alt5) 
{1 l>5 jfS 9} 


Sub V C9(alt5) 

9(alt5) 


1 |>5 j± 5 9 } 

nI- nL 1 nL 

b 5 1 9 1 5 } 


= D7|j 5 / A[>7l/5 


Remember to avoid tension 9 on the 5th string leaving two applicable inversions: 


jib— > 9 1 —>1.5 

9 — } jj 5 b5 — > I 

1 — > 9 — >jjo 

kb— >1 | 5 — )■ 9 


Note: This voicing also was used in the Relative Major-Minor chapter as a min 7 j>5(b 13/9) chord {1 j>5 9 j. 13 


G-9 C9(alt-5) Fmaj9 


£ 


4l, 




±£: 


XL 


3TV 


Sub V 


Cff-7(11) F£9(alt5) B6 




lO_ 


ilrt 






33X 


E-7C11) A9(alt5J D6(9) 

■€5" # -tPT 


t— 


g 


-s©- 


-0* 


-SrG- 


rr 


avoid Sub V... 
has tension 9 on 5th string 


doml3{[>9) / dom7(Jf 11/ *t 9) ! 
{1 L 7 b9 13} / {3 5 $9# if} I 


Sub V 



Ci'3(t9j { i [>7 1,9 13} 

i i I I 

Nk' '4.' Ni/ 


1 l/f 9) [ill 3 5 #9} 


Bkmaj9 {1 p3 7 9} 


mere is one applicable inversion: 

i — > jin 

13— >p 

[7 9 ^ 5 

t7— > 3 


Sub V 


D-7(ll) G13(b9i C6(9) 



u 

H 

U 


-ft — 

— O— 

■— t-j . 

r-e — - 

r] 

4^- 

L* 

, 

— 


vmV 

-r- 1 

ft V 


— -b 

i i 



Db 7 {# 9 /ni) Gb 6 ( 9 ) 


bn 


il>e- 

Trrrr 


13S 


dom7(b9/f5)/dom9(#ll) 
{if 5 [>7 \>9 } / {3 5 9 #11} 


Sub V 


C7(l»9/f 5) 


1 f 5 pi \>9 
si/ si- \L 


= Bp-9 {1 l»3 1>7 9} 


Ff9(f 1 1) {#11 9 3 5 


There is one applicable inversion: 

i —>#11 
#5— >9 
b9 — > 5 
? / — ^ 3 


D-7G1) 

(*! O 

G7(b9/#5) 

_ Lq 

C6(9) 

Q. 


u ~ i 

— sf — — 

ST 


,£LO 

J 

n 

L o 

— o 

' J 


S LI b "V \r 

Ab-9 Db 9(211) Gb(add9) 


n m 

bo 



— 17 — l v 




S' ^‘-1 ' fi 1 t 


^ 

am; ^ 


<SJ 


Note. The dom9(|ll) voicing could have a iydian function since no 7th is present: 

{3 5 9 # 1-1} C(f 1 1/9) = Cmaj9(f 1 1). The following II-V-I example displays the Lydian function: 


D-9 G7(b9/#5) CCS11/9) 


t; 

4 r 8 

#8 — ^ 

■y-n 

-Gd 

8 — 


| dom7(b9)/ dont7(fll/b9)”' 

{1 5 ?7 b9} / {3 5 b9 f 11} 



Sub V C7fb9) 

1 1 5 t>7 k-9 } = Bb-6(9) {1 b3 6 9 

\F|7( 

it 11/M 

T {-ill b9 3 5 i 


There is one applicable inversion: 


1 —>#11 
5 — > b9 
[>9 — > 5 
t»7 — ^ 3 


D-7(ll) G7(b>9) C6(9) 


£ 

n 


o 

r 


Lf ■■ J 1 Y — — H 

-5F' — e 9 n 

r>p 

C V 


TO 

SjJ 

1 1 

ASr- 




' o 

— — — o 

3 j 


Sub V 


Ab-7( 11 } Db7(£ll/b9) Gbmaj7(6/9) 


-4- 

atm. -Tc- GttA 1 — 




n | j ^ t . 


-470 — L 
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dom7([>9/aIt5) /dom9(fill) 
{1 1,5 #5 i>9} / {1 5 9 fill} 



1 1,5 15 \?9 } = Db-maj7(l l) {1 5 7 11 

nL nL\ 1' si* 


There are three applicable inversion: |? 5 ->1 #5->9 

h 


— > fin 

|5 — > 9 
t9 — >5 


{#11 1 9 5] 

— > 
— >5 


i>5 — \ 1 


1 —>#11 [>9— >D 

— > 1 #5 — >9 


Sub V 


C-7Q1) F7(alt5/b9)Bb6(9j 

i i 


,PXL 




IrB- 


PXL 

O 


XL 




-£-£> 


G-9 C 7 ( b 9/ alt5) F6/9(fill) E-7(ll) A7(alt5/b9) D6(9) 

-J* 3- ^ _ o b-e- o 


—VS 




TT 




Tzct 


-o— 


tjo: 


IC_. 

— o 


-So 


- j 


Ffi-7(11) B9(ifll) E6(9j C3-7Q1) Ffi9(m). B6(9) 

XL O o 


avoid Sub Y„. 
has tension 9 on 5th string 



Noie: The dom9(f 11) voicing could have a lydian function since no 7th is present: 

^ ^ * n C(# 11/9) = Cmaj9(# 1 1). The following II-V-1 example displays the lydian function. 

Avoiding tension 9 on the 5th string leaves two appropriate inversions. 


i 


-w 


Cfi-7 F#7falt5/b9) Bf#ll/9} 

-o- xx 

8 ^ g=^= 


Ab-7(11) 




ro_ 


G7 


-k.CL 


Gb(f 11/9 


g Si r° 












dom7(Jt 11/1,9) 

{ 1 5 1,9 411 } j 


Sub V 


There is one applicable inversion: 
#11— >1 
\ Z$‘ 

b9 — > 5 


. __C7{fi 11/99) 5 1,9 fi 

j i [ J 

^ nT 


1 i = A13(fi9) /E!? 1 3(fi9) (3 ! >? 1:9 1? 




F # 7 (# 11 / 1 , 9 } {#11 [>.9 5 1 } 

C-7C11) F7(fill/b9.) Bb 6(9) 


A tuq. 


, ^o_ 

-5-^- 


r?_o_ 
— 0- 


_Li_ 


rr 

S 




o 


Sub V 


F#-7(ll) B7(m/b9; EfUD 


rcr 




©j 


3 
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dom7(t> 9/b5) / dom7(itll) 
{U5 \1 t9} / {1 3 5 #11} 


Sub V C7(S>9/|>5) 


{1 l>5 t>7 1-9} = A13(alt9) {3 \>9 $9 13} There is one applicable inversion 

■vL sL 1 ^#11 

t>5 — ^ 1 

{|1 1 13 5} \?9 — > 5 

\>1 — > 3 


E-7C11) A7 ( b 9/ b 5 ) D6(9) 


Sub V 



Bb-7{11) EbCUll) Ab(add9) 


A , | -W- 


i 

— U kTWJ 


ft O J 


¥7& 


[LU ; 

AST? Cl _ J 


Note: The dom7($ll) voicing could have a lydian function, since no 7tn is present: 
{1 3 5 #11} C{#ll) = Cmaj7(#ll) ' 

The E(# 11) chord under dom7(| 11/^9) presents this function. 
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Chapter Eighteen, 

New Voicings 

fan C ew"rk(9 g bio I°0 *'?,"* pllysically availabIs wi,hin lhc established 

name work (9 ,p 10. 10, 11, and jj 11 ) on the middle four strings otthe guitar, (excluding doublings and i 9th intervals', 

we see that the vast major, ty of these voicings already have been introduced in lis tens, on chapters. ‘ 

J Vith the exce P tlon of one voicing, the few remaining interval combinations physically available within this 
lamewoik appear to be inversions of the ninth (no 3} or ninth ino 5) chord voicings introduced in the Tension 9 

Sf , P w; ° r d h r , 0P - 3 t} ?? V0ICmgS - both or which P roduCe some physically difficult fingerings and potential voice- 
leading problems when integrated with orop 2 voicing* 

Low Intervai Limits allowing, these voicings offer ail of the enharmonic possibilities previously applied to their 
chord tones and tensions under the Enharmonic Chordal Substitution chapters. ' PP 

Ninth (no 5) Chord Inversions: 


dom7(9j 


9 

bl 



3 

t>7 

9 


dom 7 (it 9t 



The following ninth (no 3) or ninth Ino 5) chord voicings can be produced by using the same inversion formu l a : 

9 



dom7(9) 


dom7( "9: JjQ 


maj6(9) 


\>7 


bl 


min 7 (9) 


dom7stis4{9) 9 


dom7t> 5{9) 


\>3 


9 

1 

!>:. 

p7 


Tne following drop 3 type voicings are physically available 


vs ic any available on the middle four strings; 


dom7 


dom7>o 


min 


in7[>5 


[>7 


k5 

bl 


1 3 

1 

[>5 

w 
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dom7 1 5 


I 

\>1 


't 

J 



min7#5 1 

[>7 

i>3 

h 


dom7sus4 \>1 
5 
1 

4 


min.niaj7(ll) 7 

5 

1 

11 


Obvious enharmonic substitutions: 

i> 3 - 1 1-3 7 - #11 

1-6 t>7 - 9 5-9 

\>5- 1?3 t3 - 5 1 - 5 

17 - 5 #5-1 11 - I 

The final voicing introduced in this chapter is unique in that its chordal structure has not yet been introduced. This 
voicing also affords only one “legitimate” chord, although a couple of “progressive” enharmonic chordal 
substitutions will be offered. 

major 3rd - 
perfect 5th 
major 3rd- 



A[>7([> 13/#9) 


Additional possible enharmonic chordal substitutes: 

Cmaj7(#9) {13 7 #9} A-9(#ll) {0 5 9 #11} 

This voicing also might imply an incomplete poly chord. The bottom two notes form a major 3rd interval . suggest in 
me root and third of an incomplete major triad, while the top two notes also form a major 3rd interval suggestin 
a major triad a half-step below or major 7th above the bottom structure: 

imniies a B maior triad over a C major triad: B 

B C. 

E 

C 
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Chapter Nineteen. 

Enharmonic Substitutions of Ninth Chords 
with omitted third or fifth 


Tne ninth (no 3) ana ninth (no 5) chord voicings introduced in the Tension 9 chapter produce some of the most 
interesting and useful enharmonic chordal substitutions. Some of these chords have so many substitutions that it is 
possible to find one voicing that will satisfy all three basic harmonic functions: 


Cmaj9 - Am(l 1/9) / F|i-7l»5(|, 13/11) 

U 3 79} {1,3 5 9 11} {V5 1,7 111,13} 


Af>7(aIt5/#9) 

{3\>5§5%9} 


Tonic 

Am(l 1/9) 
(Cmaj9) 


Sub-Dominant 

B-7iod 13/11) 
(Fmaj9) 


Dominant 

E7(alt5/f 9) 
(Ai>maj9) 


h is commonly referred to as “constant structure harmonic motion” when movins one voicing around to satisfy 
difrerent chords. This concept will be examined in more detail in the later chapter appropriately titled Constant 
Structure Harmonic Motion. 

The following list will include all of the ninth chords with omitted 3rd or 5th and their enharmonic substitutions. 

Cmaj9 Am(l 1/9) / Fmaj7(13/f 1 1) / F#-7|, 5(1, 13/1 1) / A{,7(alt5/#9) / D9(13) l E7(\> 13) 

{1 3 7 9 } 

Cmaj9(l5) Al,7[>5(#9) / D13 / A-6(l 1/9) / F#-7|,5(l, 13/1 1) / F13(f 1 l/},9) / B7(alt9)/E9(i, 13) 

{ 1 b5 7 9} 

C-maj9 F13(#ll)/B7(alt9)/D13{[,9)/Al,7(ill/i9)/A-7 (,5(11/9) 

{ 1 b3 7 9} 

C-9 Ebmaj7(6) / FI3sus4 / D7{'l,9/ti5) / A(?9(jj 11) 

j I i?3 p7 9} 

p:^ 5/ ,^ 5 D 7|5/ A W(l-5)/F|t7(ali5)/G-maj7(ll)/Et,-maj7(6)/E-7!,5(t,13/9VE9(a]t5)/B},9+/Flpsus4(},9) 

i i b D r> 7 91 

C6(9) ^ ^ Am(ll) / Bbmaj9(b) / Fmaj7(6) / D-9 /F|-7(ait5)../ G-6(l l/9> / Ai,7(alt5/|,9) / D9 / E-7tt5(l 1 1 
{1369} 

C-6(9) F13 / B7(alt9) / D7(l*9) / A?7, i i :/;,9: / A-l lb 5 / Ebmaj7t6/j>3) 

1 1 ?3 6 9} ' ' 

C9 „ „ Gb7(alt5) /D9-r /A l>9falt5 ) /E7(ali5) /B b9f b 5 ) /G-6( 1 1 ) /F-maj7( 1 1 /6) /B b (9/b5) /E-7( aIf5VD-7{i5(9 1 

i J 3 n 7 9 } 

C7([,9) G t> 7 (" i 11)/ Db-mai7(6) /Ei, 13(1,9} / A7(alt9) / B [>-71,5(9) 

{1 3 [,7 h9} 

C7(|9) Gb 13(1,5) / Db-maj7(6/9) / A7(alt9/ii ID/ Eb 13(1,9) / A(,9fb 13) / Bb-7b5(l 1/9) 

{1 3 c7 f}9 } 

C9(b5) 


refer to C-9(b5) above 
refer to C9 above (C9 = D9|5) 


cms) 

{1 #5 p7 9 } 

C9.sus4 D-7 Jf 5 / G-7CI 1 ) / B 1, ( add9) / F-6( 11)/ A|, 6(9/# 11 ) / A}, 13-(| 1 1/9) / D7(jj 9/# 5 j / E7 f alt5/b 9) /BA) 

\ l 4 b / 9 " n 
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The; following “blues” progression will use ninth (no 3) or ninth (no 5) chord voicings to substitute each chord. The 
original chord changes are above the stave while the ninth chord substitutes are below in parentheses. 


F6(9) Fmaj7(6) E-7b5(bl3) A7(b9) Dm(ll) G7(alto/b9) Cm(ll/9) F7(#9) 


l g & , 

J7 

tv 

-S AnS — 


g IjftS— — j 






^ L. 

, 

V s \J 

^ 



ic? ^ 

vM] o 






l_ 1 


T 

i 


(F6(9» (C6(9)) (Bb 6(9)) (G-6(9)) (F6(9)) (Eb9sus4) (EbmajS) (F7#9) 


Bbl3 Bb7(alt5) Bb-7(11) Eb9 Am(ll/9) D7(alt9) Ab-9 Db 13(#11) 


-4—§ 


1 

r-trg 

[ 1 

h ^ 

% 

g 

rrTTg~ ~ 

-4# , 


- u -& i 

j-. 


i D & 

fli & 

— fr-G\ 

— — 

— rln 

^ jbLg a A? H 

'Wf 




1 j *1^ 


~13 — | 

(F-6C9)) 



1 

(E9) 

— 17 

1 

| 

(Eb9sus4) 

VO 

(Db 6(9)) 

* 

(Cmaj9) 

V 

(Eb- 

■maj9) 

1 

(Gb6{9)) 

j 

(Ab-maj9) 


Gm( 1 1/ 9) G-9 


C7(alt5) C7(alt5/if9) F6(9) D7(alt9) G13(b5) C7(alt9) Fmaj7(6) 



(Bbmaj9) (G-9) 


(Gb9) (Emaj9) (F6(9)) (Eb-6(9)) (Db7(#9)) (Db-6(9)) (C6(9)) 
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Chapter Twenty. 

Tension Additions on Diminished 7th Chords 


Ii must he noted that when tensions are added to a dim7 chord, the symmetrical quality of the chord is destroyed and 
the resulting voicing is often heard as something different than a diminished chord. To further compound this 
problem, most dim7 chords already function as dom7|>9 chords, even before any tensions are added. Therefore, 
exploring tension additions on dim7 chords might prove of limited value and is presented with this in mind. 

All voicings produced by the addition of tensions on dim? chords have been previously introduced enharmonically 
as dominant chords with various combinations of tensions 1-9, f 9, 1 1 1 . and 13. Further examination of these tensions 
will be performed under the Symmetrical Dominant Substitutions chapter. 

There are basically two approaches to the addition of tensions on diminished 7th chords. The first is the symmetry ’ 
approach, in which a whole step above any dim/ chord tone is an available tension. The second is the diaicr: 
approach, in which the tensions are chosen from the key or function of the moment. In either case, the tensions must 
be realized on the true function of the dun? chord. If the dim7 chord is functioning as a dominant chord, the tensions 
added to the dim? chord must be realized on that dominant chord: 

C°7{9) is functioning as F13([>9)... 
the 9th of C°7 is ihe~13rh of F7([>9). 

in contrast, if the dim? chord has no dominant function, and instead is functioning as a “tonic-diminished'’ or 
chromatically descending diminisned. the tensions should be realized on that dim7 chord. Upon further examination 
of the symmetrical approach to tension addition on dim7 chords, we see tensions 7, 9, 11, and [> 13 appearing a whole 
step above the chord tones. Combining chord tones and tensions produces the traditional symmetrical diminished 
scale; 


l?3 


L 


1 / 2 ' 


4 

— lU l/2 


£50,13) 


6(p&7) 


1/2 


7 8 


i ension A? will be used instead of its enharmonic £5 spelling, whicn might apoear confusing within a diminished 
context ( augmented 5th on a diminished chord ). although £5 does, in fact, describe this tone's relation to the scale 
more accurately, since the natural 5rh might be implied by k 13. Within this chapter, k'3 will not impiy nan 


■ ii 

L vU L,± 


Note that the major 7th appears as a tension above the b t>7 chord tone. When tne major 7th is added to a aim? chord, 
it is commonly referred to as a “dim.mai?” "or "tonic diminished” chord. 


Since dim 7 chords duplicate themselves tnrough 
relative dim7 chords: 


minor ord inversions, be 


aware of tension additions on ail four 


no. tensions C® 7 = Ek°7 = Fir'7 = Am 

one. tension Cmmaj? = Ep°7(bl3) = F^“7{ j 1 s - A°7(9.t 

two tensions C t 'maj7(9) ■ Ei> ; maj7(T 1? = F£°7( ? 13/1 1/ ~ A°7(Tl/9) 

two tensions C°maj 7(1 1) = E'k ®7C 1? 1 3/9 ) = F£°maj7(l ] 1 = A°7(pl3/9) 

three tensions C c maj7(.l 1/9) = Eb~maj7(M3/9) = FjFmaj7(k I3/I I) - A°7(k 13/1 1/9) 


Note that if all four tensions (7. 9, II, and ? 13) 
whole step above the original dim? chord. 


are used in a four note voicing, a complete dim 


C=maj7(k 13/1 1/9 1 = D°7 


md is termed a 


146 


Since adim7 chord commonly functions as a dom7(^9) chord a half-step below any dim7 chord tone, tensions added 
to the dim7 chord should be realized on all four relative dom7{>9) chords: 


no 

diminished 

tensions 

C°7 

B7( 1? 9) 

Et°7 

D7 ( \? 9) 

F$°7 

F7(b9) 

A°7 

Ap(\>9) 

one 

C°maj7 

Eb°7(? 13) 

Fjj°7(ll) 

A°7(9) 

diminished 

tension 

B([>9) 

D13(l>9) 

F7(|ll/b9) 

A^7(|9) 

two 

C°maj7(9) 

o 

3 

B. 

--a 

Ui 

f! 

F|°7(H3/H) - 

A°7(1 1/9) 

diminished 

tensions 

B(|9) 

Dl3(i>9) 

F13(| 1 1/[?9) - 

a!>7(#11/#9) 

two 

C°maj7(3 1) 

El c 7([> 13/9) - 

F|f c maj7(ll) - 

A°7(i? 13/9) 

diminished 

tensions 

B(J}ll/[>9) 

D13(|9) 

F($Fl/t>9) 

At 13(^97 

three 

C c maj7(ll/9) - 

Eb°maj7(t-13/9) - 

F|°niaj7([> 13/11) = 

A°7(t> 13/11/9) 

diminished 

tensions 


D(13/§9) 

Ffl3/#ll/[>9) = 

A^7(13/| 1 1/^9) 


Note the dominant tensions (t»9, |9, |l 1, 13) formed by the symmetrical diminished scale. By combining these 
dominant tensions and chord tones, the symmetrical dominant diminished scale is produced: 


1 '\>2 $2 3 #4 5 6 \>1 8 

*—1/2— 11 — -1-— 1/2-i- — i — ! — 1/2-11— 1—ii Li/2-ll— l — : 


i his scale and subsea uent chords will be examined further in the Symmetrica! Dominant Substitutions chaDter. 


All substitute chords produced by the addition of tensions 7. 9. 1 1 and? 13 on a dim? chord are either dominant and/ 
or hybrid chords and have been previously introduced as dominant chords with various combinations of tensions 
i?9, f 9, fill, 13; 
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One tension: C c maj7 = Hi? °7(b 13) - Fp7(ll) = A=7(9) 

Fn-st introduced as a dom7(|f9) (Al>7(#9)) chord. One inversion forms the hybrid chord B/C. 

Tivo tensions: C c maj7(9) = ElCmaj7([> 1.3; = F#°7ft 13/1 1 ) = A°7(ll/9) 

hirst introduced as a dom7(# ll/#9) (A|>7( ji I l/j|9)) chord. Two inversions form two different hvbrid chords. B/D 
and 6111 / 7 ) 1 . 

Two tensions; C'maj7(l 1 .i = Ep°7(ll3/9) - FH IJ mai?(l I) = A°7(l? 1.3/9) 

i — : _j 

First introduced as a dom 13(^9) ( A b 1 3{ # 9 ) / D 1 3 < # 9)) chord . 

Three tensions; C e maj7f 1 1/9) = ElCmaj7(l> 13/9) = Fjj°maj 7 ( 1 ? 13/11) = A°7(t 13/1 1/9) 

First introduced as a dom7(|>9/# 11/13) (F(13, ji 1 l/b9) {l\>9 #1 1 13}) chord. One inversion forms the hvbrid chord 
Bm/F. 


The diatonic approach to tension additions on a dim7 chord can form different tensions depending on the key or 
function of the dim? chord. In the key of C. Cir7 (|I°7 ) would have tensions 7 (C), b9 (D), I? j 1 (F). and 1 13 (A ), 
which are derived from the key of C. Since jjl°7 usually functions as a dominant V7[>9/II chord (A 7 ([, 9 )). the cji°7 
tensions should be realize a on A7(b9): j |9 (C). ] 1 (D), 7 ) 3 (F). root (A). 


1 he following chart might be helpful in determining the "function” of a dim7 chord. A diminished chord will either 
have a dominant function or its own diminished function. If there is no clear dominant function, the u 
assume its own function of tome diminished (P7 ) or descending chromatic diminished (?III°7 / b \ 


Keep in mind, since one dim? chord equals three other dim? chords, (here are only three different dim? e. 
possible: 


1) C°7 = Eb°7 - F|°7 = A°7 

2) C#°7 = E°7 - G°7 = B\,°7 

3) D°7 = F°7 = A\>V = B°7 


The following chart is relative to the key of the moment: 

1 1 VII 0 7 = II°7 = IV °? = |V»7 

dominant functions; V7(V9) - of - VI, or V 7 ( J? 9 ) 

2 ) p vn°7 = j*i°7 = rir? = v°7 

dominant functions: V7f b9 ) - of - II. or V7( b9 ? - of - TV 

3) VI°7 = I°7 = bIU°7 = 1? V°7 

(±tn°7j (iilV 0 7j 

dominant functions; V709 ! - of - III. or V7( l?9i - of - V 
/ Tonic Diminished (F7 ) 

/ Chromatic descending diminished ( bIII°7 / bV~7 ) 


In the key of C: 

ii B 7 = D=7 = F c 7 - Gt''7 

dominant functions; / 07: b9) 

2) B V? = C: c 7 = E :: 7 = G c 7 

dominant functions; A 7 ( ? 9 1 / C7f?9) 

3 J A " / = C = E b " / — G b ' 7 
fD; c 7 j fFr-7) 

dominant functions: B7( }>9t / D 7 fb 9 1 
/ Tonic Diminished fC°7) fCrinaj?) 

/Chromatic descending diminished fEb°7 /Gb :: 7 ) 
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CSiapter Twenty-One. 
Constant Structure Harmonic Motion 


The Enharmonic Chordal Substitution chapters present many different chord types and functions within a single 
chord. It is subsequently possible to harmonize a progression of different chord types and functions with a single 
chord type. It only one inversion of this single chord is used while harmonizing a progression, it would he referred 
to as “constant structure harmonic motion.” 

The following example uses a maj6(9) (1 3 6 9) chord to harmonize the original chord progression (written in 
parenthesis). 


G6(9) Dp 6(9) C6(9) B6(9) Bk6(9) D[>6(9) F6(9) Dl>6(9) C6(9) 

(Cmaj7) ..(A7) (D-7) f§7) (E-7&5) (A7) (D-7) (G7) (C) 


Although this appioach can go outside ot the original harmonic functions, oiten by symmetrical motion of one 
voicing, the appioach here will be to satisfy the original functions through the use ol their enharmonic substitutional 
possibilities. Dominant chords offer some symmetrical constant structure possibilities that will he examined in the 
following chapter. Obviously, this concept w i II often compromise voice-leading, but this can be accepted when the 
harmonic structure never varies. Voice-leading is at its best between varied structures. 

Those chords found to have the most substitutions and varied functions perform best in a constant structure approach. 
The following choids will be examined lor their most common substitutions and functions, and each will be placed 
m a number of H-V-I situations to display their different functions. Those chords that can satisfy all three basic 
functions have the best constant structure possibilities. 


Major?) 5 


Cmaj7t>5 = A-6(9) 

= F$-7p5( 11) = 

= D7 ( 1 3/9) = At,7(|9|5) 


Tonic Function 

1) D-7 

2) B-7?5 

3) G7 

G7 Cmaj7[>5 (Lydian) 

E7 Cmaj7t>5 (A- 6(9)} (Minor) 

A7 Cmaj/lo { D7( 13/9) } (Blues) 

Sub-Dominant Function 

1) Cmaj7t>5 {Ff-7[o(l 1)) B7 Em 


Dominant Function 

1) A-7 

Cmaj7[>5 { D7(13/9) } 

Gmaj7 


2) E[>-7 

Cmaj7[>5 {A^7({j9|5)} 

Dt>maj7 

Multi-Function (Constant Structured 




1) Cmaj 7t> 5 
{F#-7t5fll>} 

2) Fmaj7[>5 
{G7( 13/9)} 

E[)maj7[o 
{B7(#9#5)} 
D|>maj7t>5 
{ A7(jj9f)5) } 

Gmaj7[>5 
(E-6(9)} 
Cmaj7p 5 
[D7( 13/9) } 


Minor7l>5 



C-7k = E[>-6 = Gk(k) = 

A[j 9 = D7(t>9|5) 

Tonic Function 

1) At-7 

2) F-7k 

3) D|?7 

F)\>1 C-7^5 {Gk(l>5)} (Lydian) 

Bl>7 C-7 [? 5 { E t? -6 } (Minor) 

Ek7 C-7k { A 9 } (Blues) 

Sub-Dominant Function 

1) C-7^5 

F7 B^m 

Dominant Function 

1) A-7 

2) V\,-l 

C-?k ( D7(l?9|}5)} Gmaj7 

C-7'k { Al? 9 } Dl?maj7 

Multi-Function (Constant Stnic.tnrpl 



1) C-7k 

2) F-7\>5 
{D\>9} 

F\>-l\>5 G-l\>5 

{F7Ct9#5>} { B -6 } 

Dt-7^5 C-l\>5 

{El-7(t9|5)] { At 9 } 


Minor7|5 

C - 7 H 5 = At>(add9) = F-7 (11) = D[>maj7(6/9) = BWsus4 or B[>-7(1 1/9) = D7(l>9/alt5) = C7( ji9/j}5)no3 


Tonic Function 

1) B[>-7 

Ei?7 

C-7 

:5 { A[? (add9) ) 


2) El>-7 

A[? 7 

C-7 

:5 {D|>maj7(6/9)} 


3) G-7k 

Cl 

C-7 

{ F-7 ( 11 )}' 

Sub-Dominant Function 

1) C-7 

5 

{ F-7’( 1 1) } 


Bk 

Et>maj7 


2) C-7 

5 



VI 

BUn 


3) C-7 

5 

{ bV -7( 1 1/9) } 

V\>1 

Ak 

Dominant Function 

1) A-7 


C-7 

5 {D7(l?9/alt5)} 

G6 


2) G-7 


C-7: 

■5 {C7(|9/|5)J 

F6 


3) F-7 


C-7: 

:5 {B[>9sus4} 

Ek 

Multi-Function (Constant 

Structure) 







UC-7#5 

At-7|5 


G-7 #5 


( F-7 ( 11 )] 

l {BW(p9/alt5)} 

{Ekadd9)} 


2) C-7|5 

Eb-7tt5 


F-7|5 


{C-7t>5(H3)} (F7(l>9/alt5) } 

{Bk7(ll)} 


"1 


■~1 


Dom7||5 

C7j)5 = D^-maj7(6) = F-maj7(l I ) = B -7 [? 5(9) orB|>7|>5(9) = D7(9/aIt5) = E7(alt5) = A[>7|5(9) = G|>7l>5(9) 


Tonic Function 

Sub-Dominant Function 

Dominant Function 


ljE^-7^5 A\>1 

2) G-7|>5 Cl 


,]i 5{Dl>-maj7(6)} 
5 (F-maj7( i 1) } 

1) C7|-5{B[?-7^5(9)} Et7 AU 


Cl 

Cl 


1) B-7 Cl 

2) A 7 Cl 

3) F-7 Cl 

4) El? -7 Cl 

5) Cf-7 Cl 

Multi-Function (Constant Structure) 


5{E7(alt5) } 

5{D7(9/alt5)} 

5(B|,7t5(9)} 

5{AO|5(9)} 

5{.F#7l>5(9)} 


Amaj7 
G6 " 
El>6 
D |)6 
B6 


DC7f5 B7jj'5 E(f7|5 or G7#5 

{ B|?-7|?5(9) > {Ep7’(alt5) ) { At-maj7(l l)j ( At>-maj7(6)} 




Dom7sus4 

C7sus4=B|>6(9)=G-7(l 1)=E|?6(9)=C-7(1 1 )=a|? maj7(9/6)=F-7( 1 1/9) or F9sus4=A7||5(alt9)=E7(alt9/alt5) 

Tonic Function 1) C-7 F7 C7sus4{B|>6(9)} 

2) F-7 B[>7 C7sus : 4{Ek6(9)} 

3) B l? -7 e|> 7 C7sus4 ( A|>maj7(9/6) } 

4) A-7 1> 5 D7 C7sus4{G-7(l 1) } 


Sub-Dominant Function 


Dominant Function 


1) C7sus4{G-7(l 1)} 

2) C7sus4{C-7(l 1)} 

3) C7sus4{F-7(l 1/9)} 


C7 

F7 

B|>7 


F6 

B|>6 

eU 


1) E-7 

2) B-7 

3) C-7 

Multi- Function (Constant Structure) 

1) C7sus4 
{ G-7 ( 1 1)} 

2) C7sus4 
{ C-7 ( 1 1)} 


C7sus4{A7|5(alt9)} 
C7sus4 { E7(alt9/alt5) } 
C7sus4{F9sus4} 


D6 
A 6 
B \>6 




E|»7sus4 
(C7#5(alt9)} 
C|7sus4 
{ F7(alt9/alt5) } 


D7 sus4 
{ F6(9) } 
D7sus4 
{Btmaj7(9/6)} 


"1 


Major7(9) [1 3 7 9] 

Cmaj7(9) = A-(l 1/9) = Ff-?|> 5(1? 13/1.1) = D7(13/9) = Al>7(f9/alt5) 
Tonic Function 


Sub-Dominant Function 


1) D-7 G7 Cmaj7(9) 

2) B-?|>5 E7 Cmaj7(9){ A-(l 1/9)} 

3) G7 A7 Cmaj7(9) { D7( 1 3/9)} (Blues) 

1) Cmaj7(9){ A-(l 1/9) } D7 G6 

2) Cmaj7(9){F|-7|»5(l> 13/11)} B7 Em 
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Dominant Function i)A-7 

2) e!>-7 

Multi-Function (Constant Structure) 


Cmaj7(9){ 07(13/9)) G6 

Crnaj7(9){ A[>7($9/alt5)} D\>6 


1) Cmaj7(9) 

{ A-( 1 1/9)) 

2) Cmaj7(9) 
{F|-7l*5(t. 13/11)} 

3) Fmaj7(9) 

{ G7 ( 1 3/9) } 


Ffmaj7(9) Gmaj7(9) 
(D7(i9/alt5)} 

Etmaj7(9) Gmaj7(9) 
{B7(jt9/ait5)) {E-<ll/9}} 
D|?maj7(9) Cmaj7(9) 

{ A7(f)9/alt5)} { D7(13/9) } 


Major 6 (9) [13 6 9] 


C6(9) = Am(l 1) = Fmaj7(6) = BUaj7k(9) = D-9 or D9 = F: 7, 5(1, 13) = A^7(t-9/alt5) 

Tonic Function 1) D-7 G7 C6(9) 

_ 2)B-7i>5 E7 C6(9) ( Am(l 1) } 

3) G-7 C7 C6(9){Fmaj7(6)} 

4) E-7 \> 5 A7 C6(9){D-9] 

5) C-7 F7 C6(9) { Hi maj 7 [> 5 (9) ] 

Sub-Dominant Function 1) C6(9){ Am(l 1)1 D7 G6 

2) C6(9){Fi-7k(ll3)} B7 Em 

3) C6(9){D-9} G7 C6 

Dominant Function 1) A-7 C6(9){D9] G6 

2) El>-7 C6(9).{Al7(^9/alt5)} D\>6 

Multi-Function (Constant Structure) 


1) C6(9) 

{ Am( 11)} 

2) C6f9) 
lFf} _ 7t5([? 13) } 


F|6[9) D6(9) 

{ D7( 9/ alt5) } {Gmaj7(6)} 
6(9) G6(9) 

(B7(l>9/alt5)} { Em( 11)} 


Dom7{9) [1 3 [>7 9] 

C7(9) = G-6(l 1) = B]p( 9/1>5) = E-7t>5([>13) or E7(alt5) = F|7(alt5) = D7|5(9) = A^7(9/alt5) 


Tonic Function 


1) A-7^5 D7 C9{G-6( 11)} 

2) C-7 F7 C9{B?(9/i>5)} 


Su b-Dominant Functio n 1 ) C9{E-7}>5(1> 13)} A7 Dm 


Dominant Function 1)13-7 

2) Cfl-7 

3) A-7 

4) E|>-7 

Multi-Function (Constant Structure) 


C9{E7(alt5) } 
C9{ F#7(alt5)] 
C9{D7f 5(9) } 

C9 { A Ij 7 (9/alt5) } 


A6 

B6 

G6 

Dk 


1) C9 E[>9 G9 or E9 

{ E-7 1? 5 ( 1 1 3) } { A7(alt5)] {D-6(ll)]_ { D(9/l?5)} 
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When only one inversion is used in the multi-function examples, it is considered a “constant structure 7 ' approach 
to the progression. If different inversions of the same chord are used, the constant structure sound is lost, but voice - 
leading improves and the “sound” of using one chord type remains. This might half-jokingly be referred to as 
“constant chord type structures.” 

The following is an example of the two approaches discussed on the Dom7(9 ) chord's multi-function progression: 
C9 [E-7l>5([> 13)] El9 [A7(alt5)] G9 [D-6( 1 1)] 

I) (Constant Structure) 2) (Constant Chord Type {different inversions}) 


C9 Eb9 G9 C9 Eb9 G9 



At this point, special attention should be given to the minor II-V-I cadences that appeared in the multi-function 
examples. It might have been noted, (as in the above example), that a certain interval pattern was evolving between 
the II, V, and 1 chords. By establishing one chord voicing that will satisfy all three functions, it can be moved a minor 
third from the II to the V and a major third from the V to the 1: 


E-7t?£ (minor third) G~7c>£ t major third) B-7t>5 

II-7 1 5 { E-7 [? 5 } V7 { A7(>9/#5); Im {D-6} 


Any chord that will satisfy the II-V 5 chord, with or without available tensions, can be moved through this interval 
uattem to produce a complete minor II-V-I cadence. 

The following is a list of some of the most obvious chords that could function as min7 \> 5 chords; 


Ff-7l>5(9)= A-maj7 A|>7#5 

F# -7)5(11)= Cmaj7h5 A-6(9) [1 j,3 6 9]....Fmaj7(|ll) [3 5 7 #11] 

F§-7l>5(tl3) = D7....D9 [1 3 \>1 9] C6(9) [13 6 9]" 

F#-7i>5(ll/9) = Cmaj7#5 A-maj7(9) [H3 7 9] A-maj7(9) \\>3 5 7 9] 

F#-7i>5([>13/9)= E7#5 

F|-7>5(i>13/ll) = Cmaj7(9)[l 3 7 9] D13 & Al>7(#9/[>5) E7sus4 F6(#ll) [3 5 6 #11] 


Each one of these chords will satisfy till three minor cadence chords (II-7b 5. V7, and I-) and each one can be moved 
through the interval pattern to establish a constant structure minor II V I cadence. In relation to their present roots, 
they will function as F£-7l>5, At? 7, and A minor chords. 

Application of these concepts would make it possible to harmonize an entire song with just two or three cnoro types. 
The following is an example of a typical “two-five blues" harmonized with just three chords; dom7sus4, maj6(9) 
[1 3 6 9], and dom7(9) [1 3 t?7 9]. Their inversions will aid in some harmonic variety and voice-leading, white 
integrated with constant structure phrases. 
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F6(9) Fmaj7(6) E-7b5(bl3) A7(b9/alt5) D-9 G7(b9/alt5) C-9 F7(alt5) 



Bb6(9) *Bb9 
(G7sus4) (Bb9) 



m ® 


ksiE 


Bb-7(11) Eb9 
(Db 6/9) (Db6/S) 


njzzi. 



A-7C11) D7(b9/alt5) Ab-9 
(A7sus4) (Gb6/9) (Gb6/9) 



|[HS- 


TL^Z. 


m 



D.b7(alt5) 

fA9) 



i 


G-7(ll) 

G-7(ll) 

C7(#9/alt5) *C7(alt) 

Fmaj7(9/6) D7(#9/alt5> 

G-7G1) 

G7(b9/alt5) 

(Bb6/9) 

(C7sus4) 

fGb6/9) 

(Ab7sus4) 

(A7sus4) f Ab 6/9) 

(Bb6/9) 

(E6/9) 

-&■ 



yz. 

i 

\0& 



& 


U i ^ 

-fer 5$ — 

^ 

! ; \r& 

Wrrs 





TO 

zr 5 — : 

ri u--i 



|i 

Aft ; 

1 

— 

i 


— 9^ 

i j^— 

/ L z* 


h 


F(9/b5) 

(G9) 



€J 


* L.I.L. violations on weak half of measure. 


Here are some additional minor II - V - 1 cadences with two different chord types moving through the ‘'minor third- 
major third" interval pattern; 


1) 


(A-7b5) 

C-6C9'i 


I 


Eb6C9 
— e — 


(D7 )- 
Eb-6(9 


Gp 3I9 

i w- 


(Gm)- 

G-6(9' 


Bb6(P 1 


i m 






in 


w 




© 


© 




2) 


(A-7b5) 

Ei?maj7b5 

o 

E?maj9 

CD?) 

Gpmaj7i?5 

p.o. 

Gbmaj9 

i 

(Gm; 

G~maj9 

xfi 

kf 

H 

| t-.* 1 

“i tr 

n 

tfi ^ M jQ h. ^ _ .. ^ ^ ■ : 

'■ o 


1 XT"* 


v vz n 



9^ 


! / TT* 

; 


3) 


(A-7b5) 

Eb6(9) F6(9) 



_ (D7)_ 
Gb6(9) 

;!>g- 


(Gm) 

Ab6{9) Bb6(91 


XCL 


JJl. 




EE 
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4) { E-7^ 5) _ _ . __ (A7) : _ (Dm) 

Bt?maj7?5 E-7t5 D?maj7i?5 G-7i?5 Fmai7b5 B-7!?5 


4) (E-7? 5) _ _ . __ (AT) : _ (Dm) 

Bt?maj7?5 E-7t5 D?maj7i?5 G-7i?5 Fmai7b5 B-7!?5 



^ 1 

-n ( O 

! c 

n f ■ 

* ...... ^ r 

r t t >; 

1 

if L E £1 =eJ 


■ r -. 


^ 11 ! 


a r ,! rr ! 

Aj 

* 

r ; p 

o b&~ 

o LJO 


5) (E-7M5)t . _ _ _ ^ (Ayj _ _ „ _ _ (Dm! „ _ _ _ _ , 

Bi?maj7i}5 E-745 Dpmaj7£q Gf-7^5 Fmaj745 B-7ifS 


— (5 — — — 

n 

e 

T kP 







“ h 


in -Lr.i «^i- 



<0 


%rth- 

e 

: . 

V 

rr 

. 1 * '■ 

J J_L 


rr — 



"Major ! cadences; 


1 ) (II-7 — V7 — 1): 


2 ) (I — VI7 - 11-7 — V7 — 


i i + 


G-7Q1/9) C7‘f5.{'13/t>9) FmajS 
i'D-7) CF4-7 (A-7 1 


D 6 (P 

\ jl 3 / Sus4 


B7#5(alt9) E-7(ll: 
(D7sus4 1 (A7sus4) 


A 7 S 5 ( a 1 1 9 } L) m ai 7 ( 9/ 6 
('C7-s-us4 ( F ? sus4 
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Chapter Twenty-Two. 

Symmetrical Dominant Substitutions 

Every dominant chord has at least one symmetrical substitution a tritone away which has been presented as the “Sub 
; Ch0rd ' iension l combinations derived from the whole -tone or diminished scales can be placed on a 

dominant chord which can then be moved symmetrically (“constant structure harmonic motion”) m accordance with 
those tensions chosen; diminished (minor third intervals), and whole-tone (whole-step intervals). 

Any combination of tensions 9, # 1 1(1-5), and t- which are in common with the whole-tone scale can have 

whole-step substitutions. Seven different dominant chord structures can be produced from the various tension 
combinations; 

C7#5 C7p5 C9(no5) [1 3 >7 9] C9(;5) C9(\>5) C7(alt5) C9(alt5) 

Note that it is perhaps more appropriate to refer to ft 1 1 and l- 13 as 1,5 and # 5, since # li and l- 1 3 could implv a natural 

Three different voicing possibilities exist for each of the last four chords: 

C9(#5). [3 1 5 1-7 9J, [1 §5 9j, and [I 3 $5 9J 

f (3 1-5 1-7 9]. fi [-5 \>1 9j. and (1 3 1-5 9 ] 

C7<alt5i [3 1-5 ltd 1-7], [1 1-5 #5 t-7j. and [13-1-5 j} 5 ] 

C9(alt5) [3 l?5#5 9j, [i-5#5[-7 9], and [1 |-5|5 9] 

When examining the whole-step substitutions for each chord, we find only three different interval combinations exist 
tor tour-note voicmgs within the whole -tone scale; 


C7[-5 
[1 3 1-5 1-7] 

D9(|5) 

[3 iio 1-7 9] 

E9(alt5) 

[1 t>5 #5 9] 

F|7-j-5 
[1 3 1-5 [-7] 

aW(#5) 

[3 |5 1-7 9] 

Bb9(alt5) 
[1 1-5 |5 9] 

C7|5 

1 1 3'|5 t-7] 

D9(alt5j 
[1-5 $5 1-7 9] 

E7 (a U5j 
[1 3 1-5 |5] 

F|f9( i-5) 

[3 1-5 1-7 9] 

At -9(| 5) 

[1 3 25 01 

Bi?9{ 1-5) 

[1 b5. 1-7 9] 

C9 

[131-7 9] 

09(25) 

[1 ft 5 1-7 9] 

E7(alt5) 

LI 1-5 #5 1-7] 

Fjf7falt5.) 

[3 b 5 if 5 1-7] 

A ?9(alt5 - 
[3 b5 jf5 9] 

Bp 9(1-5’) 

[1 3 t5 9] 


Note the symmetrical Sub V chords in the 

first example; 


C7s5=Fj?7b5 

D9( 

$5}=a1?9($5) 

E 

9(alt5)=Bl>9falt5j 



Also note those voicmgs missing a third could function asmm7 P 5 chords, and theB^ 9 ([- 5 )- [1 3 1-5 91 could function 
as a Bbmaj7l-5(9) chord. 

* u ; ilnd 13 - which are in common with the symmetrical dominant diminished 
scale ( 1 Aj 2 3 Jf4 0 6 b / 8 . 1 , can have minor tmra Substitutions. Fi fteen different dominant chord structures can be 
produced from tne various tension combinations: 
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Single Tension; 




1) C7(| 1 1) or 071*5 

Two Tensions; 

2) 07(1*9) 

3) C7(|9) 

4) 07(13) 

5) C7(p 11/1*9) 

9) C7(13/#9) 

Three Tensions; 

6) C7(#ll/#9) 

10) C7(alt9) 

7) C7(13/j| 1 1) 

8) 07(13/1*9) 

11) C7(| ll/alt9) 

Four Tensions; 

15) C7(13/#ll/alt9) 

12) C7(13/alt9) 

13) 07(13/$ 11/1*9) 

14) C7{13/j}ll/|9) 


Note that all those chords containing a $ 1 1th tension could be accompanied by a natural 5th, or function 
enharmonicallv as al*5th. Also note the dom7 V 5 is the only chord that can function in the whole-tone system 
and the diminished system. 

Unlike the whole-tone scale, the diminished scale offers many different dominant chord rvpes with very few 
reappearing under a new chord type. The following will attempt to organize the various dominant tension 
combinations and their related symmetrical substitutions over four- note structures. 

Single tension combinations; 

1) C7|*5; 

[13 1*5 1*7] = El 13(alt9) [5 1*9 f 9 13] =F|7[>5 [1 3 [*5 1*7] = A13(alt9) [5 1*9 #9 13] 

C7(|ll); 


[3 5 1*7 
[151*7 

n 3 ^7 it 


IT] = El*7(alt9) [3 5 1*9 #9] = F#7(i>.9) [1 3 [*7 1*9] = Al3(l*9) [5 1*7 1*9 13] 
IT] refer to El*7(f 1 1) under C13(alt9) [1*71*9 §9 13] 

11] refer to C7b 5 


[1 3 5 jillj refer to A(| 1 1 ) under C13(alt9) [3 1*9 #9 13] 

2) C7(l?9); 

[3 5 1*7 [*9] = El* 7(1* 9) = F#7(l*9) = A7(|*9) 

[1 3 |*7 1*9] refer to F#7(l>9) under C7(#ll) 

[1 5 1*7 1*9] refer to El*7('l>9) under C7(alt9) 

[1 3 5 1*9] refer to under C7(£9) 


3) 


[3 5 ?7 it 9] = El* f i> 9 ) T 1 3 5 1 * 9 ] = Fit 13 ( 1 * 9 ) [3 1*7 1*9 13 ] = A7(jjl 1/1*9) [5 1*7 1*9 § 11] 


[131*7 
[1 51*7 


9] refer to F|7(if9) under C13{jjll) 

9] refer toEp7(|9) under C7(|ll/alt9) [1*7 1*9 #9 fill] 


[13 5 jj9] refer to Ff<#9) under C13( j 11/1*9) [1*7 1*9 1 11 13] 


A S 


) C13; 


[1 3 t>7 13] = El* 13(jj 
[3 5 1*7 13] refer to F 
[1 5 1*7 13] refer to Fi: 
[13 5 13] refer to Fjf 


1/1*9) [5 1*9 ji 11 13] = F#7(#9/l*5) [3 1*5 I? |9] = A7(alt9) [1 5 1*9 #9] 
13 under C7(att9) 

13 under C7(#ll/alt9> [3 1*9 ^9 till] 

3 under C7(j;ll/alt9) [&7 1*9 #9 |ll] 
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Two tension combinations; 

5) C7(#ll/b9); 


[3 1-7 1 9 #11] = E[-7(alt9) [5 1-7 [-9 #9] = F#7 [1 3 5 1-7] = A13(|>9) [3 5 (,9 13] 
[1 b-7 i?9 #11] refer to E[-7(# ll/j-9) under C13(alt9) [3 1-9 #9 13] 

[5 p 7 1 9 r 11] refer to A7(# 1 1/1? 9) under C7(#9) 

[1 3 [.9 #11] refer A7(# 11/1-9) under C13falt9) [\>l\>9 #9 13] 
fl 5 1-9 #11] refer to E[-7(# 1 1/1-9) or A7(#ll/[-9) under C13(|9) 

[3 5t>9#ll] refer to A7(| 11/1-9) under C7(alt9) 


6) C7(#ll/#9); 


[35#9#11] =El 7 ( aIt9 ) [13 1-9 #9] = F# 13(1-9) [1 1-7 [-9 13] = A13(#ll) [5 1-7 #11 13] 

P p 7 #9 #11] refer to F#7(# 9/1-5) under C13 

[ll>7 #9 #11] refer to eW(# 11/#9) under C13(#ll/alt9) 

T5 ?7 #9 #11] refer to El-7(#1 l/#9) under C13(±f 11/^9) [1-7 1-9 #11 13] 

[1 3 #9 #11] refer to A7(# 1 1/#9) under CI3(alt9) [1 j-9 19 13] " 

[15 #9 #11] refer to F#7(#ll/#9) under Cl 3(# 11/ 1,9) [ib9fll 13] 


7)C13(#11); 


*- 3 T 7 1 11 13 u = 1 l/alt 9 ) [3b9#9#lI] = F#7(#9) [1 3 \l #9] = A13(l>9) [1 5 1-9 13] 

[1 b7 #11 13] refer to Ej- 13(# 1 1) under C13(alt9) [1 [>9#9 13] 

[13 #11 13] refer to A13(#ll) under C13(#ll/alt9) 

[1 5 #11 13] refer to F#13(# 11) under C7(#ll/alt9) [1 [>9#9 #11] 

[3 5 #11 13] refer to A13(#ll) under C7(#ll/alt9) [3 1-9 #9 #11] 

[5 t>7 #11 13] refer to A13(# 11) under C7(#ll/#9) 


8) C13(l-9); 


[31-71-9 13] refer to F 
[1 1-7 b 9 13] refer to F 


9) 

11 /# 9 ) 


13(1-9) under C7(; 

- , , 13(1-9) under C7(' _ 

[5 1-7 1-9 13] refer to A13([-9) under C7(#ll) 

[1 3 1-9 13] refer to A13(|-9) under C13(#ll/b9) [1-7 [-9 #11 13] 
[1 5 1 9 13] refer to A13{i-9) under C13(#ll) 

[3 5 1-9 13] refer to A 1 3(1-9) under C7(#ll/b9) 


9) C13(|9); 


[3t7i9 13] = El,7(|ll/i,9)[15l,9|ll] = F|13(|9) [3 1,7 #9 13] = A7(#ll/t9) [1 5 1,9 Jill 
[li>7 l91J]refertoEI>13(jt9jimderC7({lI/alt9)[11.9l»iH] ' ' 

[5 b7 #9 13] refer to F#13(#9) under C13(alt9) [3 j-9 #9 131 
[1 3 #9 13] refer to A13{#9) under C13{# 11/1-9) [1 1-9 #11 13] 

[15 #9 13] refer toF#13(#9) under C13(#ll/alt9) 

[3 5 #9 13] refer to F#!3(#9) under C13(alt9) [b7j-9#9 13] 


10) C7(alt9); 


[3j-7j-9#9]=El-7(t-9)[l 5 1-7 1-9] = F# 1 3 [3 5 1-7 13]= A7(#l 1/1-9) [3 5 ^9 #11] 
[1 1-7 1-9 #9] refer to El-7(alt9) under C7(#ll/alt9) [3 1*9 #9 #11] 

[5 1-7 b9 #9] refer to Eb7(alt9) under C7(# 11/1-9) 

[1 3 [-9 #9] refer to E|?7(alt9) under C7(#il/#9) 

[1 5 1-9 #9] refer to A7(alt9) under C13 ' 

[3 5 1-9 #9J refer to Eb7(alt9,i under C7(#ll) 
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Three tension combinations; 


1 1) C7($ll/alt9); 

[t?7 |9 #11] = E[>7(f9) [1 5 [,7 #9] {Ep-7} = F#13 [13 5 13] {F^6} = A13(jf ll/i.9) [3t»9#ll 13] 

[3 t?9 #.9 111] = E [? 7 f alt9) [1 \>T \>9 #9] = F| 13 [1 5^7 13] = A13(# 1 1) [3 5 1 11 13] {A6(fll)} 

[1 \>9 a9 1 11] = E|> 13(#9) [1 1>7 #9 13] = F#13<#11)[1 5 #11 13] {F#6(#l 1)} = A13(# 1 1/#9) [3 #9 #11 13] 
[5 \>9 #9 1 11] refer to El>7(# 1 l/alt9) under C13(|ll) 

12 ) C13(alt9); 

[3 \>9 ±t9 13] = El>7(# 1 1/1? 9.) [1 1>7 l>9 #11] = F#13(|9) [5^7 #9 13] = A(Sll) [13 5 §11] 

[1,71,9 #9 13] = Et.7(#Il) [1 5W#m = F#13.(|9) [3 5 #9 131 - A7(#l l/t>9) [1 3 1^9 #11] 

[1 1,9 #9 13] = Eb 13(jf 1 1 ) [lk7#ll 13] = F# 13(# 1 1/ 1 9) [5 #9 #11 13] = A7(#ll/#9) [1 3#9#11] 

[5 1»9 |9 13] refer to El> 13(alt9) under C7l>5 

13) C13(#ll/l>9); 

[ll>9#1113J = EW3(#ll/l9)[^7#9#ll 13] = F#7(# 1 1/|9) [1 5 i±9 #11] = A13(#9) [1 3 #9 13] 

[' P 7 l>9 iill 13] = Et>7{#ll/#9) [5[>7|9#11] = F#(#9) [I 3 5 #9} = A13(]>9) [1 3 b9 13] 

[5 1 9 1 11 131 refer to E W 3 (# 1 l4 9 ) under Cl 3 

[3 1,9 |11 13] refer to A13(jj 1 149) under C7(lll/alt9) [\>7 \>9 #9 #111 


14'! C13(#ll/#9); 


[3 #9 #11 13] refer to A13(#ll/fl9) under C7(#ll/alt9) [1 1,9 #9 Hi] 

[5 ;|9 111 13] refer to F# 13(# 1 l/#9) under C13(alt9) [1 \>9 #9 13] 

[W 1 9 111 13] refer to Ei, 13(# ll/#9) under C13(#ll/[>9) [1 1 9 f 11 13] 

[1 $9 $11 13] is enharmonically the same as C°7; 1 |,3(#9) [,5(# 1 1) t 1,7(13), therefore C13(# 1 1/^9) = 
El>13(#ll/#9) = F#13(#ll/#9) = A13(#ll/#9). 


Four tension combinations; 

15) C13C#ll/alt9); 

#9 #11 13] = Et7f# 1 1/#9^ [1 1,7 #9 # 1 1] } = F#13(#9) [1 5 #9 13] {F#-6} = 

A13(| 11) [1 3 ifll 13] { A6 b 5 } 

Note, with the exclusion of the dom7[>9 and the dom 13( 1 1 l/#9), the symmetrical Sub V chords in the dom7b 5 and 
doml3(#9) chords; 

C7o - F#7b5 Ek3(alt9) - A13(alt9) 

C13(#9) = F| 13(#9) El>7(# 1 1 / 1 , 9 ) - A7(| 1 149) 

Also note those incomplete voicings that contain dual functions; 


Under C7(#ll/alt9); 

Ep7(#9) [1 5t7|9] = Eb-7 

F| 13 11 3 5 13] = Fl6 

A13(# 1 1) [3 5 #11 13] = A6(#li) 

El, 13(1 9) [1 \>1\9 131 - Ej?-7( 13) {Modal Dorian] 

F# 13(| 11) [1 5 if 1 1 13] = F#6(#11) 

Under C13(alt9); 

F| 13(| 9) [5b7l9 13] = Fit -7(13) {Modal Dorian] 

A(# 1 1) fl 3 5 #11] = A7(#'l 1 > or 'Amaj7(§ 1 1 ) 

Under C13(# 11/# 9); [1 #9 ff 1 1 13] = C a 7 

Under C13(#ll/alt9); E^7{# 1 1/| 9) = El-715 F#13(|9) = F| -6 A13(# 1 1) = A6l,5 
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The following II - V - 1 examples will present a single voicing in all of its relative symmetrical dominant functions. 
1) Whole-tone (dom7t>5); 


G7h5 Cmaj7 E-7(9) A9(if5) D6(9) Fit-7(11) B9(alt5) E6(9) 



*J 


Ab -7(11) Db7b5 

Gbmaj? Bb-7(9) Eb9(H5) 

As-maj7(9) 

C-7 

1 

F9(alt5j BbG 

a XI £L 

'&= 

P.O_ 

~ 

pxx 

1?X1 

CLCl bxi_ 

t n -• — n 

vY & _ 

EE - 


-1 : 

- . . — i 


2) Diminished {dom]3(!>9) }; 



E-9 A13(b9) Dmaj9 

— . 

' 'li«i 

F6d-'ll/9) 
G-9 C7(t!ll/bS; 

tt j-8- "H r 

n p o 

A>mai7(9/G 
Bb-9 Eb 7(fi9) ‘ FI 

“ - PjCL 

^ 1 G* 1 

1 

S7sus4 FH7(b9) B6(9'- 

- n 

'■r? '1r-rs 


5 — — — — i 

Bg ^ D__ 

f* v 

— O 



O ~~ r 


J 


Db7(#ll/b9) 

F-9 Bb 13(fl9) EbmajYbS Ab-7b5 Gb-6 

-g— — A 2 o lw> bo. 


E 13(119) G7(m/b9) 

B-7b5(bl3) A-maj7(6) D-7(ll) C-6(9) 


M 


-£?- 0 _ 


Cl 


_Cl 




t y 


XT 


H 




jf 


ila 


cr 


*& 


_Ql 


j pMs-z 


TV 


The following IT - V - I examples will move one voicing symmetrically, "constant structure harmonic motion.” over 
a single dominant chord, 

1 ) Whole-tone (dom7jf5); 


D-7C11) 

D-9 

G9(£5> 

(BTrim 

G9(b5j 

(C^Ho’ 

G9(alt51 
(F7+r5 1 

G7D5 

(G7?5) 

C6(9) 


rr 

| 

rS^ 


rvb 5) 

— d rp — — 

-*e- 



^ zr 

^ — 

tJ 




“Jte 

: C" 

* 

L- 

— 1 [j 

Diminished {tiom 

!3(!,9)}; 






A7sus4 

A-9 

D13(b9) D(b9) D7(#9) 

(D13(j>9))(FI3(b9)) (Abl3(b9); 

D7(#ll/b9J 

(B13(b9J) 

Gmaj7 

$0= 

O ■ 

, Y 

1 — 



b#~ — 

f.te 



XI 

~ b: 

vy 


' ^73 

1 Lc 



ps 

i 

i 

1 J] 
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Chapter Twenty-Three. 

Altered Dominant 


As was presented earlier in the Dominant Substitute V Chord chapter, altered or “alt” on a dominant chord refers 
to the fifth and ninth being flatted and raised; ([>5, | 5) and ([>9, 1 9). Adding the root and guide tones to these altered 
notes produces an “altered” scale or seventh mode of the “real” or “jazz” melodic minor scale; 

1 [>2 #2 3 \>5 p \>1 8 

(t>9) (#9) (fll) (1>13) 

Observing the altered dominant scale from its Sub V shows a “natural” dominant scale, (or “Mixolydian” mode), 
with £ 1 1 . This scale is often referred to as the “Lydian [>7” scale or fourth mode of the “Jazz” melodic minor scale; 

C Melodic Minor C D El F G A B C 

F Lvdian P 5 6 P 1 2 3 #4 5 

B Altered P p 3 S>5 #5 P 1 P 


Tension 1 9(| 2) and 1 5 (sometimes referred to as 13) appear to be the most “characteristic” altered chord tones or 
tensions since they are also tensions 9(2) and 13(6) on their relative Sub V chord. 

The following lists the different dominant chords and tension combinations that have been presented and could be 
used as “altered” chords; 

1 ) Basic 7th chords; dom7 $ 5 dom7[>5 

2) Single tension chapters; 

Tension 9 ; dom7#5(l9) dom7l5([>9) dom7|5(|9) dom7|>5(§9) 

Tension 11; dom7jji5(| 11) or dom7{alt5) 

3) Two tension chapters; 

Tensions 9 & 13; dom7b5(H3/i?9) or (b9/ali5) dom7b5(bl3/^9) or (| 9/ alto) 

4) Altered 9th Tensions on Bom7th Chords; 

dom 7 (all9/no5 ) dom7 p 5 ( alt9 ) dom7 1 5 (alt9) dom7 ( alt9/ alt5 ) 

The altered dominant contains a unique and characteristic property in the placement of parallel voi rings a whole- 
step apart on the j? 5th and ^ 5th of the original altered chord. By placing either major triads. dom7ths, or dom9th 
chords on these notes, an altered “upper-structure” sound is produced; 

G7(alt); (loth) - Dp, D[>7, or Dp9 ($ 5th) - El, e 1>7, or El>9 

Realize each chords relation to the original altered chord; 

Dl 1 3 5 t>7 9 El 1 3 5 17 9 

G7(alt) 1 5 1 7 1 9 3 #5 G7(alt)„ p 1 #9 1 5 P 

Note the sixteen different dom9th voicings produced by using all four “drop 2” [3 5 1 7 9] and all four “ninth (no 

5) ” [1 3 1 7 9] chord inversions on both D[>9 and El 9. 

Two additional structures, major; add9) and dom9(no3), can be placed on the [> 5th and ^ 5th of an altered chord as 
well. These structures could be viewed from perhaps a more familiar enharmonic root; 

Di>(add9) = F-7$5 El(add9) - G-7}}5 D[>9(no3) = B6(9) [1 3 6 9] El9(no3) = Db6(9) [1 3 6 9] 

Root relation to G altered; lVII-7|5 1-7# 5 1116(9) lV6(9) 

Vs-- 
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Notice three of the above voicings have three altered tensions while G-7f 5 has two. Also note G-7# 5 and D\>6(9) 

contain the “characteristic" # 5 and #9 altered tensions, while F-7#5 and B6(9) have the same three' tensions' (1,5 
S3, and b-9). A 5 


G-7#5; 

G Bb 

D# 

F 

D [,6(9); 

Db 

F 

Bb 

P 

G7(alt) 

I #9 


b7 

bs 

b7 

F-7#5: 

F A[> 

cjt 

Eb 

B6(9); 

B 

dh 

G'i 

\>9 

G7(alt) 

b7 [>9 

bo 

#5 

5 



Additional nan-symmetrical structures built off the [,5th and# 5th of the dominant altered could include the triad plus 
any remaining altered notes; 1 


(Galt); Dbt#ll)[] 35#11 


Db6 [1 3 5 61 


Eb(add4) [1 3 4 5] 


Ekfcl3) [1 3 5b 13] 

These triads could place their additional notes in the. bottom voice producing some interesting hybrid structures that 
could be used as G altered voicings; 

D VG D|,/bI> (Bb-7) Eb/Ap Eb/B 

Bottom voice should not violate L.I.L. for G altered. 


Notice the B note is the only n on-triadic note for both Db and Eb 
pedal under these two triads; Db/B - E b/B. 


triads. This note might function as an interesting 


The following examples combine the altered 


uppei -structure concepts introduced here with past altered voicings; 


1) 


(D-7) 

D9sus4 


F6(9) 




JO. 


Eg 


- (G7altered) — 

D?9 Bb7sus4 Eb9 


B6(9 




H*S- 


(C) 

C(add9) 


3iS- 

z Her 




VJ2. 








zriA 


—I 


4 ) 


(G7alteredi 

E;>9 D?6(9) 


Dp 9 


- - ' (C) 

B6(9) Cmai7(9) 


D-9 

EBE- 


(G7.a]t) 

Eb9 Dp 9 


Cmai 1 






7?" 


pn m 


D-9 


fG7alt) 

Db9 Eb9 Cmaj? 



TT 




OjZ. 


XL 


-ft 


HE 



j. 
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The following altered vo icings include some '‘constant structure motion” ideas 


(D-9) 

C6(9) 




(G7alt) (Cmaj7(itll/9)) 

B6(9) Dp 6(9) D6(9) 




E 


i§: — 


Ui 


w 


■9& 






2) 


(D-7(ll/9j) (G7a!t) [0(13/4111/9) 


E-7f5 


G-745 F-7S 


FS-7S5 



BEE 


, t 




2 UE- 


% 


13 


I 


— -l— e- 


3 


3) 


i 


(0-7(11)' 

G-7£5 

P-£L 


$ 


CF7alt> (Bb (addS)) 

F-7P5 Bp - 7# 5 C-745 


i ;>&- 




HjS. 


o- 


~2Z£ZL 




o 
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Chapter Twenty-Four, 
Approach Voicings 


Three basic approach techniques, referred to as "diatonic,” “chromatic,” and “dominant,” can be applied to voicings 
that are used to introduce established chords. 

Diatonic approach voicings are relative io the key or mode of the moment, and usually resoive to the chord being 
approached by diatonic step. These voicings can often be viewed as diatonic extensions of the previous voicing^ 
(displayed in the following example). 


(C-7) 

0-7(11) 13-7(11 j 


- (F7) 
F7(13/9) 


I 


XI 




v ■ 


TTT 


[M3- 


Dominant approach uses voicings that have a dominant relation to the chord being approached; 


(C-7) (F7) 

0-7(9) C7(b9) F13(b9) 



1 ^ 

& DO 



-k} — - | 


iT-, | 

-3 

WL 



& 


i 


O 

'h N 

X n 



H 


* 1 

1 

~ “ 


Chromatic approach uses voicings that are the same as the chord being approached, a half-step above or below that 
chord. This couid be considered chromatic “constant structure” motion. 

(C-7) (F7) 

0-7(11) E13 or Gb 13 F13 


— P 5- - J 



]7i 

t*. ! i W. 1 1 


L 

p- i — ^ \\ 

it*-' 

f l 

9 -*■! 

%) "■ 

—Bp J 


Note the above Gp 13 cnom conic also be considered a dominant reproach voicing. Cnromatic 
have additional possibilities that will he examined later in this chapter. 


approacn voicing: 


As noted above, approach voicings can often have two and. in rare cases, three approach functions in one 


voicing; 


"Chromatic” and "dominant” approach functions in one voicing; 


fG7) CO 

G7(#9 G7S5(alt9; C6(9) 


-4 

r i 5-^ ; 

— 

/ 


^ 1 ! 




— ©■ 


> 

— o i 



WJ 

— — — 


Note the above approach voicing could also have an additional "diatonic' 


function; (diatonic to G altered scale). 


“Dominant” and “diatonic” approach functions in one voicing; 


(F7) (Bb) 

F9 F7C13/9) Bb6(9) 



“Diatonic” and “chromatic” approach functions in one voicing; 


(C-7) (F7) 

C-7(ll) D-7C11) F7jJ5(alt9) F7(39) 


/111 J L [JL2 




| J M ‘if 


T? 

O’ 

w 7? & r 

rl 

-d-1 


V 
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The usual and perhaps most effective placement cf an approach voicing is on the weak area of the harmonic rhythm 
where traditional rules such as “Low interval Limits” can more easily be violated. In the previous examples, the 
approach voicing was placed on the weak half of the measure; beats 3 & 4. 


Some of the most effective uses of approach voicings are found in “stagnant” harmonic situations. Here, the 
harmonic color and variety these approach techniques offer can enhance an existing “basic” progression or vamp. 


In the following chord progression, which was taken from a common “standard” tune, each chord receives the 
duration of eight beats, producing a somewhat stagnant harmonic situation. By the addition of approach voicings, 
the progression receives more harmonic variety and motion. The original chords are in parenthesis. 


(G7#5) (C-7)- 

G7(£9) ALLS G7#5 Db-7(9) C-7(9) D-7(1I) C-7C11) G9 


/ 

) iff: i 

1 

1 

o A , 1 _ 1 





^ i ■ rj ^ J 1 
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si ; v ^ 
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^ _ ">E “ 1 y ^ g: . 


n 3=^ ; 

s ■ 

J 

1 n. ^ 1 ££ _ > 

i i 



(A? 7) (Bbmaj?) (E-7b5) 

Ab9 D7(if9’ Ab7(fcl: > F7<39; Bmnaj7 Et>maj7 Bb6(9) D*-7bc E-7b5 


A 1 

lJ 


! 
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p 

J 
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The following is an example of using only chromatic approach voicings on the beginning of the name "standard” 
tune . 


(E-7b5) (A7) (C-7) (F7) 

E-7b5 Bb7(#9/#5) A7(#9/?t5) C$t-7(11.' C-7(ll) EI3 FI 3 E-7(9) 


A & 



J 


L> 

| 


■*f ^-i 

^ 

1 2 


i i rrp 

Lr ^ 



^ ^ TT 





n d 



L 


— 1 TT 

7 

i 



'T^r ... 

"“K5 

S 

VdTl^ 1 





n 

_ . j*L i 

•TT 


— S? 


3 1 
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(F-7) — — (Bb.7) (Ebmaj7) 

F-7(9) B7Q3/S) Bb7(13/9) E6(9) Eb6(9) 


(F-7) — — (Bb.7) (Ebmaj7) 

F-7 (9) B7Q3/S) Bb7(13/9) E6(9) Eb6(9) 


rrfeM ' 

— ' 2 1 — e 
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Many different voicing s could chromatically approach a single chord when the various combinations of above and 
below half-step resolutions to that chord are considered. In fact, considering all possible chromatic resolutions to 

he h ' H" 31 duces dlfferent available approach voicings to that structure, although some will 

De omitted due to b9th intervals, doublings, and awkward fingerings. 

In examining these fourteen approach voicings, we see there are four possible combinations of three half-steps 
ascending and one descending, six combinations of two half-steps ascending and two half-steps descending and four 
combinations of one half-step ascending and three descending. ^ ~ — 

The f0 !l° wmg examples dlspiay 111112 deferent chromatic approach voicings to the “droD 2” root inversion Cmai7 
chora. The remaining live approach voicings were omitted due tot 9th intervals, doublings, or awkward fingerings. 


1) Three half-steps ascending and one descending; 


Bmaj7(#ll) Cmaj7 

^ .4 

© h 

Bmaj7(6) Cmaj 7 

;i So s-i- .. - zn 

D#-7 Cmaj 7 

afto " n — in 

’Tt!?! — ■- -o — 

^ XT -O- 

-) Two half-steps ascending and two d< 
^ E?7sus4 Cmaj? 

no VO 

rfay.'f 11° - ■ -g ft- 

rAg CM s8- 

TJ 

ascending; 

Cb GQfll) Cmaj7 

==?= =7 

-+tf L *4- — 8- - ' 

f-©- tj-e- 

Gb maj 7 Cmaj? 

-h-l — ro n 

fcJ 

— 

m ^ azrg — 

i 

^ 1 


3) One half-step ascending and three descending; 



The following exercises harmonize the chromatic scale, i ascending and descending with 
the non-diatomc notes receive chromatic approach voicings. 


aCmaj / type 


chord, while 


1 ! Ascending chromatic line; 


C 

-ft n 

Dbl3 

C6(9) 

— 1m — ■ 

i r 

Gb6 

ntJtv - 

Cmaj 7 F-7#5 

— m — - — ir€> — 
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- 
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Ld 
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C6{9) 13 Craaj7(6) Cmaj7{#ll) 
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.) Descending chromatic line; 



Chromatic approach voicings could also involve one common tone while the remaining three tones resolve in various 
chromatic combinations. Thirtv-two potential approach voicings can be produced from these combinations! While 
one note remains common; four different chromatic approach voicings are produced by three ascending half-steps, 
four more voicings produced by three descending half-steps, twelve more voicings produced by two ascending and 
one descending half- steps, and twelve more by two descending and one ascending hair- steps. Of course 1? 9th 
intervals, doublings, and awkward fingerings will omit quite a few voicings, (although some doublings will be 
occasionally used). 

The following examples display twenty-four of these chromatic approach voicings, (with some doublings), to the 
drop 2, root inversion, Cmaj7 chord. Common tones will be darkened for reference. 


1) Three half- steps ascending; 


B-maj7(il) Cmaj? 

~~p & s 

B 

— 

Cmaj 7 

“nr 

Bmaj7ft5 
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Cmaj 7 

n 
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2) Three half-steps descending; 


Db-maj7 Cmaj7 Db7 Cmaj? Dbmaj7bo Cmaj7 Fm Cmaj? 
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3) Two half-steps descending and one ascending; 


Db-6 Cmaj 7 Gb7(#ll) Cmaj7 Db9(no3) Cmaj7 Gb-maj7(ll) Cmaj7 
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4) Two half-steps ascending at 

F£7 Cinaj? 

1 &- — 

P o -ep- 

id one descending: 

B(#ll) Cmaj? 

D£-755 Cmaj? 
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Two or three common tones in chromatic approach voicings are possible, but be-in to destroy the “approach” qualitv 
Hne^chapter ngS " ° f ^ V ° icmgS wiU be ex P lored aIon S with additional concepts in the Chromatic Guide- 


The following example uses the three chromatic 
“standard” chord progression; 


one common tone approacn voicings on the beginning of a 


(E-7b.5) 

E-7b5 Bb9(#5) 



(A7) 

A7{#9/$5) C|f7(H9) 


<0-71 

C-7(ll) Bmaj7 


(F7) 

F13 A6(J+11) 
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The following is an example of a backward cvcle-five chord progression that M „w h P „ nric : -1 ^ , ■ r 

chromatic and dominant approach chords with one lead common tone ' ‘ “ a chain o. 


A13 D7(#9) G7(13/9) C13(#9j B9 



E9(#5) A7(13/9) 
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The following “F Blues” uses a variety of chromatic approach chords with the emphasis again on a lead common 
tone. Voicings not fully notated are drop 2 type voicings; 


F13 Bb7(#9) F13 B9 Bb9(13) B9(#5) C9 E9(13) F13 Bb7(jt9) Eb9(13) Bb7(ii9) 



F13 E9(13) F9(13) B9 Bb9 A9(S5) Ab9(13) A9(H5) B>9 B9 Bb9(13) Fif9 
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Chapter Twenty-Five. 
Fourth Voicings 


Tncre are five basic fourth-type voicings available to the middle four strings of the guitar. The following will list 
each voicing as well as the initial chord type to first introduced it. Additional enharmonic chordal uses'for each 
voicing can be iound m tne appropriate enharmonic Chordal Substitution chapter containing these chords. 

DC... 4th F. 4th B? 4th Ep> (perfect fourths) {F7sus4} 

2) C.. 1 4th Ffj 4th B 4th E (one tritone) {Cmaj7[? 5} 

3) C... 4th F.,„ 1 4th B 4th E (one tritone) {Fmaj7(| 1 1)} 

F 4th BL. ii 4th E (one tritone) {F-maj7(ll)} 

5) C.. 1 4th Fjj 4th B S Dtii Efi (two tritones) (D13(j|9) or A[d3(§9)} 

Of course different inversions of the above chords are available, but do not contain 
all fourth intervals as do the specific inversions listed. 

When all or most of the voicings used in a comping situation are fourth voicings. a contemporary and sometimes 
mo a sound is produced, it is also common to find a good deal of chromatic and diatonic accroach chords usnw 
tourm type voicings in tms contemporary environment. Occasional fourth voicings can and do appear in many 
diiierent styles, but a contemporary "quarter sound can only be produced by using manv fourth voiemss. Fourth 
voicings can be tound in “modal’ or “diatonic’ situations, and each requires a different approach. 

Modal music, where many fourth voicings are commonly found, does not contain the traditional “avoid” or weak 
notes that are commonly found in diatonic harmonies. In fact, many of the avoid notes in diatonic harmonies are the 
csired characteristic notes m modal music. The incomplete or ambiguous nature of fourth voicings seem to 
enhance this modal sound. It is certainly easier to play many different fourth voicings in a modal situation, where 
eyciy voicing is available, than it is in a diatonic situation where voicings that contain avoid notes should be omitted 
or placed on weak harmonic rhythms. Of course in many diatonic situations there are places where the harmony can 
be stagnant, allowing for a temporary modal approach to those harmonies. 

wnen trying to make the majority or voicings in a Diatonic situation fourth-type voicing a difficult irony is 
produced py the need tor many voicings tc clarify harmonic function, (often two or more incomplete lourih voicmgs 
are needed 10 clanr > ; one chords function;, and aconseauent reduction m voicings due to diatonic avoid notes Often 
a compromise between these two problems is needed to harmonize “changes" with fourth type voicmgs. Perhaps 

1 e net r Ior narmomc clarification in diatonic progressions could pe reduced and “avoid notes' could tie accepted 
more often, * 

Tne following will examine fourth voicmgs by diatonically moving them through specific scales and determining 
their modal and applicable diatonic use.,. ~ 


MAJOR SCALE 

Modally , all seven of the fourth voicmgs produced here will be available to any one of the seven major scale modes. 
Fourth voicmgs in C major scale, (or any of its seven relative modes;; 



Note that four of the live basic fourth-type voicmgs originally presented are contained in the major scale. 


170 


A unique and contemporary chord symbol notation depicting the different modes has recently evolved and appears 
quite different from traditional chord symbol notation since many of the characteristic modal tensions are 4 "avoid 
notes' 1 in traditional harmony. The following modal chord symbols are not uncommon in today's music. 


Ionian; 

maj(add4) 

Dorian: 

minl3 or min7(13) 

Phrygian; 

min(V9) or sus4(>9) or mm(l l/t>9) 

Lydian; 

maj7(|i 11) 

Mixolydian; 

dom7(addl 1) or dom7fadd4) 

Aeolian: 

mm (add p 13) 

Locrian; 

min7|?5(k9) 


Descriptive modal chord symbols have also become quite common: 

C (lydian) = Cmaj7(| 1 1) and possible tensions 9 and 13(6) 

C (dorian) = C-7(13) and possible tensions 9 and li 

C (phrygian) = Cno3rd(l 1/1*9) or Cmin(t?9) and possible tensions 1 1 and h 1.3 
C faeolian) ~ Cminladd \> 13) and possible tensions 9 and 1 1 

These symbols which are most common in modal music have also found there way into diatonic tunes, modifying 
mane of the basic harmonic functions by the use of traditional avoid notes. Contemporary diatonic tunes often 
contain modal approaches to some or ali of their harmonies. Ii is nor uncommon to find a H-7( 1 3). V7(addl 1 ). or 
11-71)5(1? 9) chord in today's diatonic Progressions. Although these chords can involve many different types of 
voicing?, fourth voicmgs still play a major role in supporting their “modal” sounds. 

its worth noting at this time that me dorian mode is the relative minor of the lydian mode, allowing past maj7(ij 1 1 } 
andmaj6(^ 1 1) voicing (with or without available tensions 9 and 13) to function as dorian voicings. As an example, 
Cmaj7(#ll) [1 5 7#ll]=A-7(13/9) [i>3l>7 9 13]. 

The following will examine one of the fourth voicings established in “C major" and apply some of the relative modes 
and consequent chord notations. 


Fourth voicing; 
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... A-7(V 13/9) 

6) B locnai 
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Additional dominant possibilities of above voicing: 


G7(addl I ) - G mixolydianl? 9/p 13 (C harmonic minor) 
B7(l?9/alt5) E7('b 1 5/alt9) 


Diatonic applications of fourth voicmgs usually involves finding one or more “safe" voicings, (no avoid notes and 
ciear harmonic function), to begin and end w ith while the other voicings containing avoid no;es and incomplete 
structures are used in between. It is aiso common to find “chromatic approach" voicings and/or “symmetrica! 
constant structure" voicmgs in between or linking tnese ’’safe" voicings. The following examples will present some 
of these diatonic ideas with fourth voicings over typical II - V . I chord cadences 


This first example uses only diatonic fourth voicings in the key of “C ”, ending on C Ivdian. 
D-7 G7 
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This next example introduces chromatic approach voicings to the diatonic fourth voicines. 
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The following examples will examine symmetrical constant structure fourth voicings in different II V I situations. 
Some of these examples will present a major? ih note on a dom7 chord: a very unique and contemporary sound” 


#1 1 Whole-steps; 


a) D-7 . _ _ G7. 
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b) D-7 _ _ G7 
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#2) Symmetrical diminished, (whole-half-whole-half): 
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Minor thirds: 
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The major scaie inodes also have some aiiered dominant possibilities that can be examined. There are four major 
scales; Hb , At*, Db, and Gb, which produce altered dominant tensions on a G7 chord. The following will 
enharmonicaliy realize the notes of each major scaie m relation to the G7 chord. 


E|? major scale (G phrygian),. G 

Ap 

Bb 

C 

D 

Eb 

F 

G7 chord 1 

j?9 

|9 

4 

s 

b 13 

b7 

A\> major scale (G locrian) G 

Ab 

Bb 

C 

Db 

Eb 

F 

G7 chord 1 

b p 

f 9 

4 

U 

#5 

E 

E j“P 

P / 

Db major scale Gb 

Ab 

Bb 

C 

Db 

Eb 

F 

G7 chord 7 

b9 

f 9 

F r 

b5 

#5 

b7 

Gb major scale.. Gb 

Ap 

Bb 

cb 

Db 

Ej? 

F 

G7 chord 7 

b9 

#9 

3 

ks 

ft 5 

1 n 

J? 7 


Note the potential problems with A> and Di> major scales. The 11th and both in the same 
voicing strongly suggest a min7no chord, and the 1 ith and natural 7th produce dominant 
guide-tones a half-step above She original guide- tones. 


1 he following lists those fourth voi rings that are m common with wore than one of the above major scales. Of special 
note is the Bi?7sus4 or F-7( 1 i 1 voicing which is in common with all four scales. 


Db and Gb major scales share the voicing; Ab7sus4 [Eb,Ab.Db,Gb] 

Eb and Ab major scales share the voicing; C7sus4 [G, C,F, Bb] 

Ab, Dp, and Gb major scales share the voicing; Eb7sus4 [Bb, Eb, Ab, Db] 
Eb, Ab. and Db major scales snare the voicing; F7sus4 [C. F. Bb. Eb] 

Eb. Ab, Db, and Gb major scales share the voicing; Bb7sus4 [F. Bb, Eb. A b j 


The following II V I examples will examine a!! four altered dominant sounds presented, 
i ) E? major (G phry giant; 

(Note the following D-7 voicings are the same as those voicings under G7 transposed un a minor third 

G7(Eo major scale 


G7(bl3/ b& ; G7sus4 G7(bl3/alt9 < 
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2) At? major t'G locrianh 
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3) Db major; 
D-7_ _ 
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G7 (Db major scale) 
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Note the chromatic motion of each voice in the above approach chord: three voices descend 
while the 4th-string voice ascends in approaching Cmaj7. 


4 ) Gj> major: 
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G 7 ( G b major scale) _ 

G+7(alt9) G7b5(maj7) 
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Although the major scale offers the most diverse uses of fourth voicingsin a modal or diatonic situation, other scales 
can be examined tor their potential use in quartal harmony. The remaining seven-tone diatonic scales, (without 
consecutive half-steps), are the melodic minor, harmonic minor, and harmonic major. Primary interest will be placed 
on the examination of the melodic minor and its modes, as well as the third mode of the 'harmonic major. The 
harmonic minor will be omitted due to its limited modal uses and problematic “avoid notes.” The useful fifth mode 
of the harmonic minor (Mixolydiani> 94 1 3 ) can be substituted by the third mode of the harmonic major which, unlike 
the harmonic minor, has no avoid notes. Both modes are dominant modes and commonly function on a V7 of a minor 
chord. 


The following modes are related to a G7 chord: 


C Harmonic minor (from its fifth mode ; G 

Ap 

B 


T-y p! 

L* P, p 

p 
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G7 chord 1 

b 

•Y 

4 

J— J 
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t? 

i 

Et- Harmonic major (from its third mode g G 

Ab 
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Cb 

D E\> 

F 

G 

G7 chord 

[A 

#9 
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Students are encouraged to examine and experiment with the addition; 

d harmonic major and 

minor modes 


Unlike the major scale, the melodic minor and harmonic major cannot maintain fourth intervals on each degree of 
m? ii spates. Vv hen attempting to construct fourth voicingsoneach degree, a major third interval is produced on those 
voiemgs containing the !> 3rd and natural /th in the melodic minor, and the major 3rd and 1? 6th in the harmonic major, 
in addition, both of these scales contain two tritones each while, by comparison, the major scale contains onlv one. 
Although admittedly weaker than the major Scale, there is some quartal value to these scales since me majority of 
their voicings will contain fourth intervals. In their favor is the jack of avoid notes, making more voicing available 
to their different modal and diatonic functions. 
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MELODIC MINOR SCALE 


Examination of this scaie and its modes will include the same intervals ascending and descending, commonly 
referred to as the "jazz” or "real” melodic minor scale. With the exception of the fifth mode, there are no avoid notes 
in the melodic minor modes, allowing use of any one of the fourth voicings produced. The 4th degree of the fifth 
mode is the only avoid note. 

Diatonic use of the second mode will be omitted due to its "unstable” nature. This mode has limited harmonic use 
with the possible exception of a modal 11-7 chord in an established melodic minor key, or as a modal I minor chord; 
(Dorian b 9). This mode does contain a valuable "melodic” relation to its parallel dominant chord; 

D dorian p 9 D Eb F GABCD 

D7 chord 1 1?9 #9 4 5 13 b- 7 8 

Unfortunately, the dorian b 9th mode appears rather unstable “harmonically” in supporting its parallel dominant 
sound. 


C Melodic minor scale harmonized in fourths; 
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*Note the major third interval in the above voicings containing Eh and B. 


The following will examine each above fourth voicing, from left to right, in relation to the available modes. 


First mode (C melodic minor); 

C-maj7(l 1 ) C-f 1 1/9) C-6(9) C-maj7(ll/6) C-maj7(ll) C-6(9) C-maj7(9/6) 
* Note the 9th is in the bass, (L.I.L. violation), on the second voicing. 


Third mode (E? Lydian augmented); 

Eh +(9/6) Ebmaj7(9/6) Ebmaj7b5 Eb+($11(9) Ep+(9/6) Eb maj7b 5(6) Eb maj7(alt5) 


Fourth mode (F Lvdian b 7V. 

F7(|i 1) F6(9; F7{I3/9) F7b5 FC# 1 1/9) F6(9) 



Fifth mode (G Mixolvdian b 13); 

G7(b 13/add4) G7sus4 G9(b 13) G9(b 13) G7(add4) G9sus4 G9(bl3) 


Sixth mode (A Locrian -natural 9); 

A-7b5(bl3/9) A-7j}5(lL) A-7h 5(1 1) A-7 P 5(bl3/9) A-7|5(9) A-7(ll) A-7-t 5(1 1/9) 
* Note the 9th is in the bass, fL.LL, violation ), on the last voicing. 

Seventh mode (B altered); 

B7b5(b9) i B7(alt9/alt5y B7#5($9) B7b5 B7(b9/alt5) B7(alt9/|51 B7(#9) 

5,5 Note the |9th is in the bass, (L.I.L. violation), on the second voicing. 
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The fourth and seventh modes offer the best and most common use of these voicings in a diatonic situation; 
Lydian t> 7 is common on dominant Sub V chords. 

Altered is common on dominant V7 chords. 

The first and sixth modes also offer some common diatonic uses; 

Melodic minor is common on I and IV minor chords. 

Locri an -natural 9 is common on min7l>5 chords. 

The third and fifth modes are not quite as common as the above modes, but offer some interesting uses nonetheless; 
Lydian augmented is useful on a Imaj7|5 chord. 

Mixolydian 1? 13 is useful on a V7 chord, (commonly V7 of IL7). 

[ h e following examples will examine the lour most common melodic minor modes in their related diatonic 
functions. " 
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C6(9) (C major) Bb7(F mel min)_ _ Ab7(Eb mel min)_ _G7(alt) (A? mel min}„ C(lydian) 
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HARMONIC MAJOR SCALE 


C Harmonic major scale harmonized in fourths; 
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*Note the major third interval in those voicings containing E and A[>. 

On ly the Third mode will be examined in this chapter. The following will relate each above voicing, from left to right, 
to this dominant mode: 


E7(U3/[>9) E7(p 13/alt9) E7(|9) E(P) E7(^13/alt9) E7(l>13/|9) E7 


The most common function of this mode is on the V7 chord of a minor chord, although it could also resolve to a major 
chord. Both resolutions are displayed in the following example. 


F£-7!?5 (FJ* locrian) B7(G harmonic major) Em{E dorian) E7 (C harmonic major) 
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A- 7 D7 (Bb harmonic major) Gmaj7 
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The following summarizes the modes and related fourth voicings available to a single dominant chord: 

G7 Chord; 


Major scale dominant modes; 

G Mixolydian (C major); 1 9 

G Phrygian (E> major); \ 

G Locrian (At major); 1 \>9 

G Aitered/natura:? (Di> major;, 7 by 

G Aliered/natural7 (Gb major); 7 j>9 

Melodic minor dominant modes: 

G Mixolydian \> 1 3 (C melodic minor); 1 

G Lydian P (D melodic minor); 1 

G Altered (A[? melodic minor); 1 

Harmonic major dominant mode: 

G Mixolydian \> 1 3/alt9 (E[> harmonic major); 
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Out of the five different fourth type voicings originally introduced, only one; D13(#9)/Al> 13(f 9), has not appeared 
in the scales presented. This voicing will be included in the following example of a "standard” tune harmonized with 
fourth voicings. Both of its dominant functions will be used; D13(jf9)/Ab 13(f 91 and B7(| 1 1/1?9)/F7(|f 1 l/[>9). 

Originally presented in the Constant Structure Harmonic Motion chapter, note the multiple functions of the 
F7sus4 and Cmaj7to fourth voicings presented in the beginning of this chapter, and their subsequent varied use in 
the following standard tune. Given their many junctions, it would be possible to harmonize an entire sons with these 
two voicings. Voice-leading and variety could be enhanced by introducing additional inversions of each voicing, 
even though the quartal sound might be compromised some. 


In the following "standard” tune, all different approach chords, chord patterns, and modal sections will be labeled. 
Be sure to lealize, with the exception of certain approach chords what chord tones and tensions each fourth voicinn 
produces on the ori ginal chords. Also note the “B” section has single chords sustaining for two measures, allowing 
them to be approached as temporary modai modulations with a specific scale for each chord voiced in fourths. 


2 


E- 7[>5 


(Dia. App.) 

i 


A 7 (Cbrom App. ) 


C -7 

i 


(Dia. App.) F 7 


-&&■ 


A? 


1 T ) f7 








“ZZST 


F -7 


(Dia./ChromApp. 


B'p7 










— 


Et?maj 7 

( Chrom App. ) Whole -tone pattern 


A \>7 


(Chrom App.) 
ag — 






-jtfcS — v tX 

g= ^ — — X 

|S> — 

A 


Jit 

a 


S= =¥&-' =bg= _ i 

sr- 


w 


& — 

-W' 

2Z . _ & ■ ■» 

V — & 



£ 

1 


tJ 

1 

t 1 f 

1 




Bbmaj7 


(Dia. App.) 


E-7t>o A7 D-7 

Constant Structures 


Bj ?-7 


(Dia./ Chrom App.) 


El >7 



y 2 


^ 

% 1 

ZZT _ 

\%— S 

— 

-e 

v'... 

I 5 * 

: z a! 

15 - 

t=g 



=e ■ 

^ i 

- 6 ^ - 

7 22 - 


Fmaj 7 (Dia. App.) E- 7 [>o 
Lvdian 


t 


& 


3 








2Z 


?J2. 


A7 


— — fff 




A- 7|?5 (Dia* Apo. ) 


TlZE 


s- 

TCZ 




D 7 (Chrom App. ) 


, 032, 








-&&■ 


32. 


G7(alt) 


C -7 



i 


. ^ 
rsr 


& 


032. 
... ^ 




noz 




HEHZ 








■&&- 


tSi- 


r5- 

lr— 


022. 
— s- 




322 




178 


E-7i>5 


A7(alt) 

Bt Melodic minor 
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PENTATONIC SCALE 

Although seven-tone scales probably offer the most useful applications of four- note quartal voicings, the traditional 
pentatonic scale; (1 2 3 5 6), has some quarial qualities worth examining. Unlike seven-tone scales, this pentatonic 
scale contains no half-steps. Since the half-step is often the source of ‘'avoid" or weak notes in diatonic harmonies, 
the pentatonic scale might offer some voicing alternatives to seven -tone scale voiciogs. 

While fourth voicings are constructed by skipping every two notes in a seven-tone scale; 
(l)-2-3-(4)-5-6-(7)-8-S-(10MM2-(13), etc,, pentatonic fourth voicings are produced by 
skipping every other note; (l)-2-(3)-5-(6)-8-(9)-10-(12)-13-(15), etc. 

The following voicings are constructed off each degree of the pentatonic scale. Notice that two of these structures 
are complete fourth voicings while the remaining three structures contain two fourth intervals and one major third. 


C Pentatonic fourth voicings; 
C6C9) G(add9) ^C6(9) 



C6 
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C6(9) 
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Although the major third interval does compromise the quartal sound to some degree, the majority of fourth intervals 
produce an overall satisfactory quartal sound. What is equally, if not more important to their quartal value is the 
strong and descriptive "'pentatonic sound” these structures contain .when at least two, and preferably more, are used 
as chordal substitutions. Further more, this pentatonic scale can often re fieetthe different music styles it is commonly 
used in such as “country',” “rock,” and “blues.” These styles can be “heard” or imnlied by using several of the 
voicings produced by the pentatonic scale as substitute voicings. 

The following relates D\> major pentatonic to minor, (D[Fs “relative” minor), and G Altered; 

Di? Pentatonic Dh F Ap Bp (possible Dj? “country” sound) 

Bp minor... t?3 4 5 I? 7 1 (possible B[? “rock” or “blues” sound) 

G Altered \>5 #5 !>7 b9 #9 


When two or more of the five possible D t> pentatonic voicings are used as G7(alt) voicings, a “duality” of sound is 
produced. d!> major or Bt> minor are clearly “heard” while G altered is also “heard.” It might also be possible to “hear” 
two styles at the same time; Dt> “country” or B? “rock’ against the dark “jazzy” G altered. 

The following will list the possible pentatonic scales, (and subsequent voicings), that can be used as substitutes for 
the [our “basic” chord groups. 
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Major7th or Major6th: 


1 ) C oentatonic 

C 

D 

E 

G 

A 

Cmaj7/C6 

I 
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6 

2) G pentatonic 
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3) D pentatonic 
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Minor7th; 

l) Eb pentatonic 

Eb 

F 

G 

Bb 

C 

C-7 

1)3 

ii 

5 

1 ) 7 

1 

2) hi oentatonic 

Bt 

c 

D 

F 
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C-7 

1)7 
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11 

5 

3) F oematonic.... 

F 

G 

A 

c 

D 

C-7 

13 

s 

13 

] 

9 

fC-6 or C-maj7) 

13 

5 

6 

1 

9 

Minor? b 5; 

1 } Ap pentatonic 

A!? 

Bb 

c 

Eb 

P 

JL 

C-l\>5 

03 

1.7 

l 

1.3 

11 

2) Db pentatonic 

Di> 

E'p 

F 

Ab 

Bb 

p7 

C-7i>5 

\>9 

[>3 

11 

b 13 

3) G l pentatonic 

Gk 

At. 

Bl. 

Db 

Eb 

C-7 1>5 

\?5 

1.13 

1.7 

b9 



(I pentatonic of C) 

(V pentatonic of C) 

(II pentatonic of C) 

( III pentatonic of C minor) 
(p VII pentatonic of C minor) 
(IV pentatonic of C minor) 


(bVt pentatonic ofC-7p5) 
(bll pentatonic of C-7b5) 
(tV pentatonic of C-7 1.5) 


Note that tension b 9 is traditionally considered an “avoid" note on a min7 b5 chord, yet it is not uncommon to appear 
as an available tension in today s music. Keep in mind, placement of a voicing that contains this tension on the weak 
harmonic rhythm of a measure or phrase would produce the least dissonance. The most “characteristic” [> 5th tone 
is contained in only one pentatonic which also includes the b9th. 

Dominant 7th: 


The following pentatonic s will be organized into three groups depicting their differences and possible at cations. 

Group I; 


1 ) C pentatonic 


D 

11 

G 

A 

JTu 

( l pentatonic of Cl) 

C7 

1 

9 

1 

5 

13 

23 Gb pentatonic.... 

Gb 

Ab 

Bb 

Db 

Eb 

(bv pentatonic of Cl) 

C7 1 


|5 

b 7 

b9 

#9 

Group 11: 

i ) F pentatonic 

F 

Lr 

A 

C 

D 

(IV oentatonic of C7sus4) 

C7sus4 

■A 

5 

13 

t 

i 
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2) Bb pentatonic 

. Bb 

C 

D 

F 

G 

(bVII pentatonic of C7sus4) 

C7sus4 

■ b7 

1 

9 

4 

5 

3) Dp pentatonic 

. Db 

Bb 

X 

Ab 

Bb 

(p II pentatonic of C7sus4) 

C7sus4 

b9 

P 

4 

b 13 

b7 

1 


ISO 


Group III; 


1) E pentatonic 

E 

F# 

pi 

B 

Cf 

(III pentatonic of C7) 

C7 


to 

15 


b9 


2) B oentatonic 

B 

Cl 

Df 

n 

G# 

(VII pentatonic of C7) 

C7 

7 

f>9 

P 

i>5 

15 


The first group includes the two most 

commonly used pentaionics 

in a doimnant capacity; C pentatonic - “natural" 


tensions, and G> pentatonic - “altered 7 ' tensions. 

The second group includes those pentatonics most commonly used on dom7sus4 chords; 

Bjj pentatonic - C9sus4, F pentatonic -C9sus4(13). andDs? pentatonic -C7sus4(i) I3/alt9). in an appropriate situation 
and with care, it might be possible to use these pentatonics against a dom7 chord without the suspended 4th. The 
Dt> pentatonic, which contains altered tensions, is probably the best choice for this application. 

The third group includes two different pentatonics that contain altered tensions and a major 7th. The B pentatonic 
appears most characteristically altered of the two, supporting the major 7 th with all the altered tensions; (b 5, $ 5, 1? 9, 
1 9). Again, this is a “progressive 77 sound that should be used in an appropriate context. 

Note those pentatonics that contain dual functions; 

(C pent. - Cmai7 or C7), (B[> pent. - C7sus4 or C-7). (F pent. - C7sus4 or C-6), 

(Db pent. - C7sus4 or C-7|?5). and (Gb pent, - C7orC-7b5). 

The following examples will present the pentatonic vo icings discovered in various Tonic, Sub-dominant, and 
Dominant capacities. Be sure to realize the tensions imposed on the basic 7th chords by these pentatonic voicings. 
In more musical applications, these voicings would most likely appear within isolated phrases over an entire song 
form. 


These first two examples present pentatonic voremgs over major and minor II V I cadences. Note in both 
examples the dominant chords use the typical “altered 77 sound by seleciing pentatonic voicings a tritone 
away. 


1 ) Minor II-V-I cadence; 
B-7|? 5 


IF pent) 


fG pent) 


E7 

(Bb pent) 


A- 7 

(C pent) 


(G pent) 



ft ^ 

.... jri _ & AT 1 



1 

y — 7A ^ — t _ 

: V ^ > 

Ip 1 — 1 

- ■ 


* & 75— x ~^ 

l c. f . I . la i 


1 44 

4 


. t2 LAI . - : s 

■T? rv c- 

1 ^ r. ' - 

* — ; i • 1 

'III j * JF 

*• ^ V 




2) Major II-V-I cadence: 

B-7 E7 Amaj7 

(D pent) (A pent' (Bb pent) (E pent) 


-b 7i r— s? &S , 

^ 

^ I 75 1 

■ 1 p "■ - - 


Ak’A A' 


IQ . h 

E r Lg E= =1 

r \r^r- “ r 

r 

TCF , ,11" " | ZX 

- --r « | 

AAL 1 

$ W ' 

n — ~ ' w ~ — r ” 

^ L,. 


The next examples present the four different pentatonics that produce altered tensions on dominant chords: 
€7(a!t): Gb pent. (I? V), Db pent. B pent. (VII), and E pent. (Ill) 

Note the chromatically ascending pentatonics over these first four II V I examples. The first two examples use the 
bVth pentatonic on the dominant chords while the last two use the Vllth. 



1) D-7(C pent) G7(CJf pent) Cmaj7(D pent) 


i 




L tf ✓O 




zz 


Ip 


fr 


J£L 


2Z 


TT^- 






2) F-7 (Eb pent) Bi>7(E pent) E[>maj7(F pent) 


JL , i H. f^ 


TTFv 

' ^ IT 


^5^, C 


— — n-js— 

f + 

33? g W 

* 

-S: it ! 

HS- Ei L 

fcj 


r j i 


3) B'-7(F pent) G7(Fij pent) Cmaj7{G pent) 



— 

— 



£2 

s 

, C. 

— i — £> 


--W-^= 

=2t= 

1 

=t5rrf- 


F 1 

■r 

— 1 — ts* — 

~g=I 


4) B-7(D pent) E7 (Eb pent) Amaj7(E pent) 



L. ^ r® 


• iL 

F ‘ 

TOT> rTTfr — ; 

— « 


1 J ■-! ■ ■ . ^ ji c - LI 





^ r 

ir-fcJ -i 

— -i 

— 1 



_L J 

! I 

lU 1 


This next example uses the III pentatonic on the dominant chord 


D-7(F pent) 

— S- s 

— ~^= 

G7(Ab. pent) 

Cmaj7 (D pent) 

— jjr: 

s“ ^ — _ — _4 

fF 

t) ^ 

& - — ^ 

i 

1 Mfcp — Li 

1 


This next example uses the III pentatonic on the dominant chord. 


G-7(Bb pent) 





C7 (E pent) 
- 


F6(9) (F pent) 


■7#®- 




£Z 


fi 



This next example uses the \> V pentatonic on both the II chord and the V chord. 


F|-7l>5 CC pent) 


B7 (F pent . 

r-S— S — 

: — t — : 

E*7(ll) 

a 

i-e ^ l 

-irsr- & — 

t®~ — i 

— 

o 

— f 


Tins next example mixes pentatonic voicings with other voicings over a dominant chord. Note the natural tensions 
on the first three voicings and the altered tensions on the next three voicings. This natural to altered progression 
tensions on a dominant chord is authe common. 



i 

l QJZ. 

i .? 

in p 




F 6(9) 


"B- 

JX 


tXE 
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This next example will notate the lead voice only. The complete voicings can be derived from the pentatonics listed. 


G maj7 ^ , 

D pent 


zz 


4 


r 


i — 


G-7 

Btr pent 

i 


C7 

Gd pent 


Fmaj7 

C nent 




J2j5l 


i us. 


g 1 

F-7 __ 

1 — 

Bt7 

! 

Ebma]7 


■“I". 

A-7^5 ... _ _ 

=S= d 

_ B7 

Ab pent 

Co pent 

Bb pent 

F pent 

Et? pent 

G» pent 



V a. s 


- - £? — . 'p 

I— “ 




Gmaj7 C-7 F7 Gmaj7 

D pent Et> pent F pent 


t\ 1 



^ 

ffi : 



-e- 

—u — 



^ i r >rj ^ 




J_ U U 





1 



. . . L 

a . — l 

rm — 







1 



=gy = 



_ ' . 


,J4 it I U 




This last example mixes pentatonic voicings and fourth voicings in a “II- V Blues” form. Since the “effect” ox 
pentatonics requires two or more voicings from one pentatonic scale, it will be lost in many of these II- V patterns, 
although the voicings used are in co mm on with pentatonic voicings. Note the ascending whole-step fourth voicing 
pattern produced in measures eight and nine, white the same pattern descends in measures eleven and twelve. 


Fmaj7 E-7[>5 A7 D-7 

C pent Bb pent 



G7 


C-7 


F7 




B|>7 B?-7 Eb7 





A-7 B7 At -7 Dt7 G-7 : C7 F D7 G7 C7 Fmaj7 

i : - ! ^ L _ l 


& 


i 

i 

y ri. 



, i 

C' JF*} 

i V&- 



, , EG. n 


1 


— &■ — 

i_J£ 

^ 

tFT 

_ 

— : 

{-& F — 

=002= 

! 

-f£-& — 1 

r 7: o — H 

% — 

CF 

& 

;. J 1 rj 

* — - — 

Lr; 

lP- 

— : — 

E* ^ 

j — 

■ 

■/ ! E> 

^ 

._■* . u u 

J — 1 -&e — " 


Measures eleven and twelve would maintain the descending whole-step fourth voicing pattern on the top three 
strings if “guide-tones" placed in the lower voice were desired to clarify me harmony ; 


-s- 

JZZ. 


, t t£L 


I P&- 


Ton? 




EtO. 




■WP— 









vrxT 


=H 
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Chapter Twenty-Sis. 
Chromatic Guide-Lines 


Sustaining voices, (common tones), and chromatic motion are the two strongest techniques used in voice-leading. 
While common tones are most effective over chord changes, chromatic guide-lines can enhance a single chord as 
well as a series of chord changes. Up to now, emphasis has been placed on voice-leading the top note or 2nd string 
of every chord voicing. This chapter will examine the chromatic voice-leading or chromatic guide-line possibilities 
of every voice or string in a given chord or series of chords. One. two, three! and four chromatic guide-lines over 
chord changes will be presented while just one and two chromatic lines over a single chord will be examined. All 
possible voice or string combinations of two, three, and four chromatic guide-lines ascending and descending, 
(including parallel and contrary motion), will be explored. 

As more chromatic voices are added, they become more difficult to continue over a scries of different voicings. 
Contrary motion only complicates this situation while parallel motion and an obliging chord progression might 
continue further. For this reason, the three and four contrary chromatic guide-lines presented laterin this chapter 
will be limited to two adjacent voicings. Some isolated examples will explore three and four contrary chromatic lines 
over three adjacent chords. 


The following string combinations will be used for the various chromatic lines: 

(strings will be notated as bold numbers in parenthesis }. 

One chromatic voice: (four combinations); [(2)] [(3)1 [(4)] [(5)j 

Two chromatic voices: (six combinations); 

K2)0)] [(2)(4)] [(2)(5)] [(3)(4)j [(3X5)] [(4)(5)] 

Three chromatic voices: (four combinations); 

[(2)0X4)] [(3)(4)(5)] [(2)(3)<5)] [(2)(4)(5)] 

Four chromatic voices: (one combination); [(2)(3)(4)(5)] 

All possible voice or string combinations of ascending and descending chromatic iines, (including contrary' and 
parallel motion), will be examined. The following model will be used to portray the chromatic motion of each string 
or voice; 


(a) will refer to an ascending chromatic voice while (d) refers to a descending chromatic voice. 

P ) no motion or "common tones. 7 ’ Strings will again be depicted as bold 
numbers in parenthesis. 


Example; (2a)(3d)(4d)(5a). would depict the 2nd and 5th strings ascending chromatically while the 3rd and 
4th strings descend chromatically. 


The following mode] dictates the chromatic 
example; 


motion over the three di if 

(2d) (3a) (4a) (5) 


’em voicings in the accompanying musical 




u > 

n 

& pi .... O 

m — 


ffn iri 

■FT - ■ - ^ 

i 

v . 1 ^ 

p 



3 he following will examine all possible combinations of chromatic motion in a four-note structure: 

1) One chromatic voice; 

Two difierent diiections; ascending and descending, (or each string gives eigh t different possible chromatic lines 
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2) Two chromatic voices; 


Four different direction combinations for each of the six two-string combinations gives a total of twenty-four 
different possible chromatic lines. 

Parallel: 


[(2a)(3a)] 

[(2a)(4a)] 

[(2a)(5a)] 

[(3a)(4a)] 

r(3a)(5a>] 

[(4a)(5a)] 

[(2d) (3d)] 

[(2d)(4d)] 

[(2d)(5d)] 

umm 

[(3d)(5d)] 

[(4d)(5d)] 

Contrary; 

[(2a)(3d)] 

[(2a)(4d)] 

[(2a)(5d)] 

[(3a)(4d)] 

[(3a)(5d)] 

[(4a)(5d)] 

[(2d)(3a)] 

[(2d) (4a)] 

[(2d) (5a)] 

[(3d)(4a)] 

[(3d)(5a)] 

[(4d)(5a)] 


3) Three chromatic voices; 

Bight different direction combinations for each of the four three-string combinations gives a total of thirty -two 
different possible chromatic lines. 

Parallel : 

[(2a)(3a)(4a)] [(3a) (4a) (5a)] [(2a)(3a)(5a)] [(2aV4aX5a>] 

[(2d)(3d)(4d)] [(3d)(4d)(5d)] [(2d)<3d)(5d)] [(2d)(4d)(5d)] 

Contrary . (Two parallel/one contrary); 

[(2a)(3d)(4d)] [(3a)(4d)(5d)] [(2a)(3d)(Sd)] [(2a)(4d)(5d)] 

[(2d)(3a)(4a)] [(3d) (4a) (5a)] [(2d)(3a)(5a)] [(2d)(4a)(5a)] 

[(2d) (3d) (4a)] [f3d)(4d)(5a)] [(2d)(3d)(5a)] [(2d)(4d)(5a)] 

[(2a)(3a)(4d)] [(3a)(4a)(5d)] [(2a)(3a)(5d)] [(2a)(4a)(5d)] 

[(2d)(3a)(4d)] [(3d)(4a)(5d)] [(2d)(3a)(5d)] [(2d)(4a)(5d)] 

[(2a)(3d)(4a)] [(3a)(4d)(5a)] [{2a)(3d)(5a)] [(2a)(4d)(5a)j 


4) Four cnronianc voices: 

A total of sixteen different direction combinations and chromatic iines are possible. 
Parallel : 

[(2a)(3a)(4a)(5a)] [{2d)(3d)(4d)(5d)] 


Contrary , ("Three parallel/' one contrary): 

[(2a)(3d)(4d)(5d)] [(2d)f3a)(4d)(5d)] 

[(2d) (3a)(4a)(5a)] [(2a) (3d) (4a) (5a)] 

[(2d) (3d) (4a) (5d)} [(2d)(3d)(4d)(5a)] 

[(2a)(3a)(4d)(5a)] [(2a)(3a)(4a)(5d)] 

Contrary . (Two parallel ascending/two parallel descending); 

[(2d)(3d)(4a)(5a)] [(2d) (3a )( 4a) (5d)] [(2d)(3a)(4d)(5a)] 
[(2a)(3a)(4d)(5d)] [(2a)(3d)(4d)(5a)] [(2a)(3d)(4aj(5d)] 

^Remember the 5th string has the additional problem of L.I.L., omitting some of the 
available to the other strings. 


line possibilities 
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While observing the chromatic guide-line possibilities on or through different chord types, it becomes obvious that 
dominant chords contain the most chromatic possibilities. This will be most evident in the examples showin 
chromatic lines ovei a single cnord. A chord progression containing many dominant chords will also yield mor 
chromatic line possibilities than one with less dominant chord types. 

In the following examples, before preparing an entire exercise, begin first by isolating and playing just the chromatic 
voices. This will allow you to better “near’ the quality and motion the lines have to offer. It might also be beneficial 
to record the chromatic guide-lines and play them back while performing the entire exercise. 

This chapter will begin with the examination of one and rwo chromatic voices on a single chord voicing. But for a 
few isolated examples, (some of which will be presented at the end of these single chord examples), three and four 
chromatic guide-lines over a Single chord will not be included. This many chromatic voices on a single iour-noie 
chord can begin to lose or compromise the function of that chord. 

In the following examples, an occasional non-functional voicing might appear. When this occurs, it can simplv be 
considered a “chromatic approach” to the next functional voicing. The following example will demonstrate: 


(E7) (A) 

E7£5(i<S j Ab7 E7ft5(b9) 

(Chrom App.) A6{9) 



One chromatic guide-line on a single chord 

The following rhythms are arbitrary and it might be most effective to attack the full voicing with each chromatic 
note. “Chromatic approach” voicings are put in parenthesis. 


1) 2nd string ascending; Bb9(b5) Bb9 Bb7£5(#9)B;> 13(1*9) Ebmaj7(9) 


m 




— 




3 


2) 2nd string descending ; a) G13(#9)G13(9)G7?5G>9) G7#5 Cmaj7(ijll/9) 

J 


$5* 




^ i 


lTZS 






b) D-7bo(ll)(D7?5) D-7?5 D-7b5(9 G715 G7bo(13) G7(alt5) G7(Ulli C-6 

_ — kii J_ J 


m 








TT&- 

I 


W 
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fcrj p 


3) 3rd string descending : 


Bbl3 Bb 7(b 13) Bb7 Bb7b5 Ebmaj7 


m 


j&SLJ&L j 

El4==E=5t=== 


r 


I im. 

^e°- 


o 


4) 3rd string ascending : 


Bb7b5(9) 

a) Bp 7^5 Bb7#5(b9) Bb7b5(}f9) Ebmaj9 




if 



" in 

L 



i 


rV- 


*_ B-di 


.3* 

r — j 

lar 


— e> — — 


£> ' 

K? " 

l)B ' ■: 


(D-maj7(ll)) 

b) D-7(ll) G7{b9)G7#5(b9) Cmai7(6) 



5) 4th string ascending ; a) B7 B7(b9) B9(alt5)B7 


:H9/alt5) Emaj7(9/6) 




0 

- — 


Rste - ■ A 


it - — 47 

far 4 

L- — _o U 



7) 4th string ascending and descending : 

C ~C 1 1/9 / b 6) 

0-7(11/9) C-6Q1/9) C-( 1 1/9) F7it5(b9) F7^t5(9) F7#5(^9) F7#5 Bb (add9) 








ddf- 


£ 


rO 


\> 4 v> 


8) 5th string ascending : 


A13(9) A13(b5) A13 

A13sus4(9) 


g^= =fe- 

=§El 

1 w 


Dmaj9 


S| 


303 


SB 


1-8 


¥*- 


9) 5th string descending : 


A-(add9) A-maj7(9) A-7(9) A-6(9) 


G(add9) Gmaj7(9) G7(9) 

■e- 


G6(9) 



The following example will demonstrate ascending and des 


D-7 



(D7) G7 (b 13) (j>5) 



ti 


vending on one string and one chord; 
Cmaj9 (C9) C6(9) 


o 

H 

O 



The following examples will demonstrate different string or voice combinations ofone chromatic guide-line; 


a) C9C411) C9 C7 ht5(b 9 ) C7if5(9) C7H5(jl9) (7) C7bo(#9) 

, , 



J _j_ 

-9 — 


L— * 

\r? 

&- 

“ tr— ' Sffc 

& 

r# ■■ 


9 — 

r 

r~ - ^5^ 

jfi? ‘ 

^ - 

O 
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Two chromatic guide-lines on a single chord 


After playing each of the following twelve examples, prepare their chromatic guide-lines in the reverse direction 
i or all twenty-four possible line combinations for two chromatic voices in a four-note structure. A new target or 
ending chord might be needed when lines are reversed. Before examining the following twelve examples, two 
examples of reversed guide-lines and new target chords are given; 


Parallel chromatic motion, [(2a)(3a)j; 

C7b;5.(VD ■ C9 C7#5'(#9) Fmaj7b5 


A ■ s#> _ 

■ft® 



y^... . _ *T_I 

>' T” n 

jfn 


A- A 

hjs . ■£ 

"f ft i fc tfTi 

-fm. 

f V- 

Tv *1 

r * f W 'J- ‘ f ] 


The above example in reverse direction, [(2d)(3d)] . with new ending chord; 
enmd! C9 C7b5(b9) F6(9) 



. j r - 

"]■ ' f*- 

: \}i-' 

fcJE 

i 

A tf A K 

A 


\ — 

T 
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rnrt 





i”» 

i r> 

r 



Contrary chromatic motion, [(2d|(3a)] ; 

C7#5 C7A9; C9(S11S F6(9) 


r. 

~y lAt 

JLr 

: — ai 

. jj — 



t-6 : 




V-tv- — 

TT 

-W— ©— 

© 

© — — 

■VET 


The above example in reverse direction, [(2a)(3d)] T with new ending chord; 

C90f.ll> C7(b9) CH5 F(add9) 


y yg — 

6% 



■ ■■ t[ 

fr.2 g - 

F-e ■ 

— — 

t t 

” ' 7 e 

€3— 

e 

. .i ifr ~n 


i ne following twelve examples display two chromatic guide-lines on a single chord: 


1 ) Parallel. [(2d) (3d)] : 

E13(#9) E9f b 13 ' E7C? 


E7: 


Air 1L 9 






tje 










re 


tv 


TV 


TV 


TV 




3 ) Parallel, [(3d)(4d)]; 

E13 E7(b 13/if9) E9 


E7?5(b9) ACm/9) 




SB: 






“O TT 

5) Parallel, [(4d)(5d)] : 




2) Contrary, ft 2a) (3d)]: 

El,: E7GI3 / p 9) Eb 


i 


3^ 


m 


-tv 






IV 


o 




4) Contrary. [(3d)(4a)j; 
E7fl3/9)E7(bl3/#9)E7 


ji. 


PtHr 


v a GT 

-rl- 


At add: 


xz 


T~n^ 


S-t- 


A( addS t 


TT^- 


* rt— b r 


6) Contrary, [(4a)(£djl; 


TV 


Ite- 


G7b5 

_£j l_o 

(EV 

a 

G9falt51 G7^11/b9) C(fill) 

i {} 'f: 


G9(>5) 

fa 1 

(EG 

: O 

G7(alt5 ' 
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o 
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JlXl 

i£V- 




FI 
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7) Parallel, [(2d)(4d)]; 

A7b5(i+9) A7b5(13/9)A7b5(b 13/b9) Dmaj7 


£ 

— 

— 

— — r~ i om 

™e — , 

g i4 1 

~ ? °" — 

— 

— 

AJJ 1 

O 


9) Parallel, [(3a)(5a)] : 
E7(alt5) CE6) 


I 


E7^5 


rr 


rtx 




3* 


Amaj9 






eJ 




JX ^ 


1 1) Parallel. [(2d)(5d)] ; 

E7i±o(±t9) (Ab7j E7#5(t9) A6(9) 


-4 

J ri 

^ _ 

1 ^ 



1 1 1 

A- 

Li- £ 
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-to_ £ 
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1 
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8) Contrary, [(2a)(4d)] ; 

F7(bl3/#9) 

F 7(13/9) F7 Bt>maj9 


ft 

J.Ef! 

r 

-0- 
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am 

— J 

- 

ta 

J2 
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ETi -r 

3 
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10) Contrary, [(3a)(5d)]; 


E(add9) (A>-7) 



E7C13/9) A6(9) 


7^0— , 

rs — — r 

r- 

— 1- 

i r ”\ 

f— b 

rrtd- 

> t_r- 1 

' c? 




12) Contrary, [(2a)(5d)] ; 

C7(bl3/b9) (E-6) C7b5{b9) 

tjs. bjg. 


I 


TA 01 


Z 2 T 




Sc? 1 


Fmaj7(711) 

£X 

8= 




The toll owing example uses different combinations of strings or voices and parallel 
chromatic guide-lines; 


or contrary motion with two 


D-7U1/9) (F-7) D-7 

0 — *— f,ftt * 

G9 G7S5(i9) G13 

t y t 

m — — s-g * — - 

C6(9) (C91f5) Cmaj7(9/6) 

* lit* ♦ 

O _ 

LJ- O — 

— EI — Cl ' Q 

L-S I* - * 

—e — ' o ©- 1 


A7+I5 A13 A7(alt5) D-9 



D-7b5 (D7add4) 
— %m~ 


m 


G7sus4fb9) 

G7b5(b9) G7(b9/alt5) C6(r 

° G- O _Q 


jQL 


TT 


XT 


3Tt 


2T 




The following example combines ascending and descending chromatic motion on anv one of two strings over - 
single chord; 

D-7(ll ) D-7(ll) G 13(211 f G13(#ll) G7(#9/alt5) C6(9) C(#ll/9) C6t9) 

(D7b5) (D9) (D6(9)) (Db6(9)) (F-6) (F-6) 


JUL 


-V 


B2 


XT 


XT 




tl- 


TT 


-9^. 


TJ 


TT 


TT 


-€>- 
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— 

~~TTt?r 
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AS 
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rrr : 






The following presents three and four parallel chromatic guide-lines on a single chord. Contrary motion w 
many cnromatic voices is much more difficult to extend over three or more different voicings on a single chu 

The following example presents four paraliel chromatic voices on a single chord, and requires a chord that when 
transposed up or down a whole-step, will still function on me original chord. The chords in between function as 
chromatic approach chords. 


E7b5 (Eb7?5) E9G5> (Db7b5) E9(alt5) 

(E7b5) (Eb7b5) — (D7b5) (Db7b5) (C7b5) 


A6(9) 


IS 


Jicl 


-9-&- 




—£J_ 


-5H&- 






7&J 




'l R P 




TT 




— & 


¥5 
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The following is an example of three parallel chromatic voices; 


E9(#5) 

— fl— iL® 

(Db7) 

rt_/i 

E7(alt5) 

Amaj7(#ll/ 9) 



t m 

| 



i 1 4? 

T— < U— 


ft 



— = 



r <■ V 1 

it** 


CHROMATIC GUIDE LINES OVER CHORD CHANGES 


in this half of the chapter chromatic voices will be examined over chord changes, beginning with II V I chord 
cadences and followed by more extended musical examples. 

Three and four chromatic voices present some unique problems. Contrary motion with this many voices is difficult 
to extend over three or more chord voicings. For this reason, the contrary motion examples for three and four 
chromatic voices will be combined into a single II V 1 example: II( three voices) - V(four voices) - 1. Some isolated 
examples of three or four contrary chromatic voices over the entire II V I cadence will appear later in this chapter. 
Parallel motion for three or four chromatic voices will be attempted over a complete II V 1 cadence. 

Three and four chromatic guide-lines will share some voicing cadences with a few of those previously introduced 
in the Chromatic Approach Voicings chapter. The primary difference between “chromatic guide-lines" and 
“chromatic approach voicings" over chord changes is the guide-line must be aware of chord function while the 
approach voicings need not. If a functional chord with three or four chromatic guide-lines cannot be found, a 
chromatic approach chord with no function could be used to continue a desired chromatic motion. 

One chromatic guide-line in a chord progression 


The following II V I examples present the same chromatic line on each string or voice; 


Descending chromatic line: 



C-7 F7(b9) B?maj7 




L . ,, 


¥ -1 

[7CT tun .... -e - - 1 


« 9 O - - ^ o - _ — O _ 

A 

-4— 

^ ■ yr* „ __ _ Li 


"Vv -€> [7T X 


Ascending chromatic line; 


C-7(Tlj F 7D9; B?maj719/6 ■ 


3r * 

j-m. 

_ _* 

i.r 




H 

H 

■ f- 

Aiy 



n — 

N 


2) G-7 

-a- 

jti i.T 

F7(b9) 

i 

1 rrw 

Bbmaj9 

-e- 


t n 

& 1 

£ r u ^ 

-rat / u 

r? 

O 7 

vr? i 

4) C-7 

F7(b9) 

Bt?maj7 




2; e-7(ll> 

^ F= g = : 


F 7 ( b 9 :■ 
i-e- 

— 


Bi>maj 7(9/6 } 

. -B- 


■O 

m 


1 


3) 

C-7fll) F7(b9; Bi>6 



TCI 

e 

a f 1- "k. . fljTTV f.j 


a 



/ w 

*- T .j 

T ™- 

-e- 


o 


4J C-7C11) 

* ^ 

F70-9) 

i -e- 

Bb6(9j 

W 

' ' 1 i\ “ 

TTTT 

L L 

£ £ > 

rri 

rs fl 


•“1 . 

i* 1 .dSi 1 ; 

\ -7 7 0 


! . 




191 



The following example presents an extended descending chromatic guide-line on the 4th string; 


i 


C6(9) 

-e- 

3T 


A13(b9) D-7(ll/9) G7(bl3/b9) E-7b5(ll) 

| P o Q jfe 


A7#5 


sS 


npa 

it 


_Q_ 


D-7?5 G7(alt5) Cmaj7(|fll) 
— e 




a 


XL 




i-e- 


xt 


IT 




770“ 




Using the same chromatic line in the above example on various strings or voices establishes an interesting way to 
"pull-together* chords that are not voice-leading to each other* This chromatic guide-line acts like a thread holding 
these leaping voicings together: 


Cmaj9 A7(alt5) 


I 


tH3- 


D-9 


G7(bl3/b9) E-7b5(ll) A7(#9) 


ii?e- 


bo 


331 


bo 

3L 


* 




D-7b5(ll) G7(b9) Cmaj7(13/#11) 
a . 


XL 




SE 


£ 


— &- 


& 


XL 




"c r 


XT 




the following is an example of octavely displacing every other note of the above chromatic guide-line. Note the 
interesting line pattern produced on the top voice. 


i 


Cmaj9 
— 8— 


A9(13 


D-7(ll) 

J-e 

s 8 


G9(#5) 


E-7b5 




A7 

o 


D-7b5 


G7£5 


C(tSll) 


=V- 


st*> 


TY 


TT 


© 


XL 


f 


O - 


The following examples present a chromatic guide-line that ascends and descends on one string or voice, and finally 
on three strings or voices; 


1) 4th string chromatic guide-line; 



G7£5(b9j 

i[h&- 

-2 D 


|C-7 

txa. 


F7£5 
i bo 

WE 


n 


xr: 


D-7b5 

=FS= 

nan 


G7j(5-(b9) 

. tua. 




hxl 


C'S F7(bi3/b9) 

,P31_ ■ bo 

gg* 7^ 

— © tHY 


BpmajS 

-e- 


2) 3rd string chromatic guide-line; 

Bb6(9) G7(b9) Cm(ll; F7So(b9.) D-7b5(ll) G7(b 13/ b9j C-9 F7(bl3) Bh(m/9) 


— s — © 

0 

— — o 

- 

^0 

© 

LQ 

o 

j-Q 

i 

£ 

i. JOT 



r : - 




b« — 



i 5 O 

f r -1 

irr 


hflC U 

o 

do 

|rn 

l/ vJ 

Eid 


•do o t> e 



n 


fl-e 

'po 

ao “ ” 


3) Single chromatic guide-line continued through the 2nd, 3rd, and 4th strings; 


I 


B?maj9 G7b5(b9) Cm(ll) F7#5(b9). D-7b5(Hj G7(alt5) C-9 

** a Ax* 0__ I 


F7(alt5j Bt?maj9 


TT~TT 






EI 


i 


-rfr- 


33 






IS 


O 


ES 1 


1332! 




g 




PIT 
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Two chromatic guide-lines in a chord progression 


The following examples will present all twenty-four possible combinations of two chromatic guide-lines over a 
II V I chord cadence. Many of these examples will also contain additional chromatic voices, some of which might 
reappear in the sections containing three or four chromatic voices. Some exercises might also contain more than one 
example of two chromatic voices. The following example will display three different two-chromatic guide-line 
combinations, [(4a)(5d)][(2d)(4a)][(2d)(5d)]; 


G9sus4 


C7(b9/alt5j 


Fmaj7(9/6) 




Ft-H 

a oB 

— z 



-%© 

0 : rr 

- - 1 


In two of the following contrary motion examples, f(3a)(4d)J and [(2d) (4a)], a progressive new approach to 
dominant resolution is introduced. In these examples, the chords that are substituting the original V7 chords, 
(Fmaj7$ 5 for F7 and Emaj7 for Cl), contain the major 7th of those original V7 chords. The Emaj7 chord could be 
considered a “chromatic approach voicing’’ or an altered C7 chord with natural 7; (3 $5 7 $9). while the Fmaj7jf 5 
chord is a direct parallel substitute for F7; (Vmaj7$5). 

The "reason” natural 7 appears to function in a V7 capacity is its chromatic resolution tendency to the natural 5th 
of the I chord; The natural 7, (B). of C7 resolves to the natural 5th, (C), of F. This chromatic resolution is characteristic 
of “altered” V7 chords, and is probably why the natural 7 functions best with altered tensions; (i?9 $9 1 5 $5), if 
tensions are desired. 

Notice how above and below chromatic approach notes to a major triad include the guide-tones , altered tensions , 
and maior7th of that triads V7 chord; (E, G[>) (Gjj, B[>) (B, Db) are half- steps above and below an F major triad 
(F) (A) (C). Realize these notes on a C7 chord, (F’s V7 chord); 

C7 3(E) !>5(G!>) :5(G; :• t>7(Bk) 7(B) 

* Natural 7 on dominant chords should be used in an appropriate context where this contemporary sound is desired. 


T wo chromatic voices ascending in parallel motion; 

1) 0-7(11) F7#5(b9) Bbmaj7(6) 21 0-7(11) F7b5(b9) Bb(13/#ll/9) 



0-7(11) F7+!5(b9) B?maj7(6j 


a 


y rj n - 

1 V 

iTTTT^ 

BB 

1 I 

-J— * 





n 

~ 1 


= 

C* 

U 


0-7 

4) 1 

F7(alt5) 

bM. 

B>6(9) 

h& 

TT 


Lr 

,1 


j[ 

/=■ $ 

ft** 

wfz 

1 f 



j/ t 


H 



— “il 


5) Cm(ll) F7(altS) Bt>maj7(9/6) 5 ) 0-7(11) F7(b9/alt5i Bb($ll/9) 
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Two chromatic voices descending in parallel motion; 


1 ) C -9 

—t m 

F 7 (b 13 / 99 ) 

ib# 

Bb 6 ( 9 ) 

a 

2 ) Cm( 11 / 9 ) 

ft 0 

F 7 (bl 3 /b 9 ) 

Bkm/ 9 ) 

jJ [ 



m y s? 

UH: 

CTT 


rrr 

E 




^ ^ 




. a U 

di — - 



6 


0, C-7 

3 ) 1 

ft ^ 

F7b5(b9) 

t -e- 

Bbmaj? 

-O 

4) Cm(ll) 

A 1 <» 

F7(b9/alt5) 

1 |?^ 

Bb(add9) 


JL 'V - 

UK) 

Ll! — £ •' 

h 


b 

— -I*?" — 

— — — 

: 

:SB * _z 

^ 

— g — 1 

^ — 

bo— 

qo 



C-9 


F7(ait5) 


B^maj9 






TE 


^Sr 




m 


w 



F7#5(alt9} Bb6(9) 







Two chromatic voices in com r ary motion, (upper voice ascends/lower voice descends); 


1) 0-7(11/9) 

F7(bl3/b9) 

B?maj7(9/6) 




£ 


^|E 

— r? 

r- ~ 

■ g g ° 

EK> - 

HO " 1 


n_q 

Fmaj7±!5 

Bb6(9) 

Tv_^- 


3.O. 

^= 2^7 

■ , P Jl* 



n 

r*—r "! 

E *1 UQ - 

-Alii 

, O 

1_- T ; j 




3) G-7(ll/S) 



C7(b9/alt5) 

t*e- 


Fmai 7(9/6 


W 


>733: 


m 


OhS- 


cJ 


4 - Cm(ll) 
ft 1 r 

F7(s9/alt5 
. : ie 

B?mai7b5 

^tr nm 


1 t- f-k 



— n 

TVS 


p-hc- i 

Ld2 ii 

fre 

' -tHS - "1 


5) G ' 9 

IT 

C7?5(b9j 

F maj 7(j+ 11 ) 

EiL 


W? 1 u 

b er> 

- r rr 11 

f , 



Hi O 

ST* 

n 

-Efe.-. 8 ^ ■ r 

~ 


3? 

■ r 




EnnaddS, 

— A — ■*; r> 

A7(ii9/alt5, 

Dmaj9 


. ,* U 

— “_r'< > n 

— ,■-*? 

2__£T 

> i 

IT 

L| 

'• 

g 



it r > | 

^ 
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Two chromatic voices in contrary motion, (upper voice descends/lower voice ascends]; 


1 1 G-9 

i ) 

fi ** 

C7(bl3/#9) 

Fmaj3 

s? 

2) Cmfll/9) 

(\ ,- L 

F7(bl3/#9) 

Bbmaj9 


■f?i 

L 

ZD <7 

r y 

^ 11 

tl 1 " 



ti *' 


^ 1 . 


' iJ 

L)t t 


■r? ^ 

' l S 

v5y i ■ 


1 c.- 

n vm> ufr 

v 

b 


-• - 


i) ^ 

" \f tj 

CT5Z3 7 


3, D-7(ll) 

o O- 

G7#5(?9) 

Cmaj7(f 11) 

_ ... 

G-9 

4) 

fi ft 

Cmaj7#5(#9) 

(Emaj7) 

’>8- 

hma]9 


17 



cVp *—* 


£ ^ ^ 

J A i n 


i .j 

£ " 



■ f A 


pi 

V.V ' ' - ■ 





ti il 

& 

£«• 


& 

fcj 



-7b5Cb 13/9) C7 

-OF- .thb 


o i (bl3/bS » 


FS(8 


ps 


© 


-sny 






t 


6) G~71?5(b- 13 > C 7 f alt-5; Fttll/S; 


U A 



L* 

Af "F fV 

£■* 

If 


s ! n 

w i r* 

n 0 

"afe 

T* n 


Applying two chromatic guide-lines over an extended chord progression introduces problems the single chromatic 
line did not offer. This is especially true of two contrary' chromatic lines over an extended progression. 

The following example uses two parallel chromatic guide-lines over an extended progression: 


Cmaj7 A7b5(b9j 




D-7 G7b5(b9) Cmaj7 

«- - J± m. 


A9(13) D-7i>5(b 13 j G9(13) G7(bl3/ 1-9) C(add9) 


-s-#- 


3EE: 






0 — 0 - 


-©£ 


r 


.■Ml* 






m 


jw. 



lines must change strings or voices to continue tneir chromatic motion. Before displaying tnese examples, it should 
be noted that there are only two possible contrary chromatic lines over extended chord ^regressions; 


I j Ascend £ 7 C~ I" D ; F F Fi G G; 

Descend B Bb A' At G G' f E' BU D 

interval 1 1 3 l>5 ,|S p? 8 S 10 $1 

2i ascend,. C Cp D Df E F Fi G G£ 

Descend.... £ B A Ap G Gp F F Ep 

Interval \?2 l>3 4 5 6 7 b9 bin H 


Note the doubling or octave (8 ) in the first example and 
continue chromatically, it must include these intervan 
supported by a hybrid chord. 


me b 9th interval 
. The following 


in the second example. If either ime is t 
example containing the b9m interval is 
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1 ) (Asterisk denotes octave doubling) 


Gmaj5 

E7#5(b9) 

A13(E>5.) 

D7(alt5) 

1 

B 7 (alt-5) 

*E7 

A7(alt5) 

D7(#1D 

GOill/9) 


-i - 



tm . — 

So 

. H m 

[>o- 

b-ft 

o 

— 



-7T&— 

-rAe ' 

— h 1 — m 

bfg 

— w 




T3 


— p—o — - 

~nr<r~ : 





-4-ksJ 



— k..i * L. 

— ! ffo 

— & 



|J 

=b 


2} (Asterisk denotes [>9th interval) 


Cmaj? 

A7(b 9.) 

Dm(ll. 

) G7#5(b9) 

Cmaj 7 

A7(b9) 

F/Gb 

*B/F 

C(add9) 


fL O 

- " 

o 

J siL m 

Q 

« 



_G_ 

— ft — - 

— m — — 

£ . 

-#f= 

a 

ifc-sO 

i 

Ap. 

•3 ° 

— D 

— -ft 

' n c ~ 

i \ 

— 



f 

5.SE 



—1 


The following example uses both parallel and contrary motion while also ascending and descending in one chromatic 
voice: 


G(add9) F#9(13) FmajS 




Bb9 
— 


E-9 

P o — 


E7(ii9j 


(<•••• r > 




O- 




XE 


=2= 


— e- 


A6(b5 1 D7#5(it9) 

M* — 


G6 


XT 






— — 




-€* 




I 
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Three and four chromatic guide-lines in a chord progression 

Three and four chromatic guide-lines have a total of forty-eight different string and motion combinations. Three 
chromatic lines have eight parallel and twemv-four contrary combinations while four chromatic lines have two 
parallel and fourteen contrary combinations. 


As mentioned earlier, applying only one of the thirty-eight possible contrary combinations over more than two 
chords can be extremely difficult and in some cases impractical . For this reason, a three and a four contrary chromatic 
line combination will be combined into one II V I chord cadence: il - (three chromatic lines i - V - (four chromatic 
iinc> i - i. or II - fiour chromatic lines’! - V - (three chromatic lines) - 1. Some examples will contain four chromatic 
lines between all three cadence chords. Of course, each four-chromatic line example contains at least one three - 
chromatic iine example within it. Applying a variety of the thirty-eight possible contrary chromatic combinations 
would be possible over an extended chord progression, and some examples will be presented later m this section 

The eight parallel examples for three chromatic voices will be examined over the entire TI V I cadence. The 
descending parallel example for four chromatic voices will be included in the contrary motion examples. The 
ascending parallel example for . four chromatic voices will not be included, but can easily be examined by nndinv 
one chord that when moved chromatically functions for each chord of the II V I cadence: 


a , 


li _ V 1 

D7su$4 E->?sus4 E7sos4 

[D-7( 1 1 )] [G7(alt9/alt5 )] [Cniaj 7(9/6')] 


il V I 

C6(9 ■ Db6f9) D6(9i 

[D-9] [G7(f|9/alt5}] [Cmaj7(# 11/9)] 


Some of these examples will produce physically awkward fingerings, and should be relocated to the top iour strings 
if physically more available there 
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Descending parallel chromatic motion in three voices on a four-note structure; 


1) 


i 


B-9 


E7(b9/alt5) 

,bja. 

, B » 


A6(9) 




XE 


Gm(ll/9) 


ii 


C7(b9/alt5) 

1>W 


F(iili/9) 

b 1 ^ 


■Vt 


3) Gm(9) C7(b9/alt5) F(^ll/9) 4) D _ 9 G7(b9/alt5> Cmaj9 


♦ 





, f) 

! 


— Jd — i— m — 


t7 

n-.- 


-dL- — 


K O'- 




' i xjbf 





3? — r 

V*. y/ 


£L 

J. 

j V-1/ 

vgm. 











Ascending parallel chromatic motion in three voices on 


!) D-7(ll) G7b 5(alt9) Cmaj7(9/6) 


fl Cf 

4® 




m 

_ Rjl fw 


1 

ff-v Lil 





vti. o 

l 

6 - 

Li 




D-7(ll) G7(?9/alt5) Cmaj7(9/6) 



i • 4* 


[ let - a 

J 


A 


* u— 


1 • ff* * 


four-note structure; 


2) 

E-7(ll) 

a ^ 

A7 (tt 9/ alto) 

-o- 

DmajS 


—J^r 



i 

m .» 


3* l Jk! 

i 

V 4 v' jjr? 


is. it ■ 

li 

3 * 

- - — • 





The following is an example of parallel “indirect” chromatic motion using three voices. (Note the doubling); 

D-7(ll) (E-7C1)) G7#5(#9.) G7(b9/alt5i C6(9) 


rt o 

O 

i Q 

bo 

o 


_Lr : 

& 

UZl 

ii 1 

1 *1*1 

f 1 



— n — — 


1 & 

u 

-fo ^ — 

tF 

t? V 



— * — 

iZg " " 

=fl 


Contrary chromatic motion in three and four voices 


The following examples will include three and four chromatic guide-lines, but will be organized in accordance with 
three chromatic lines, since they contain twenty-four different combinations while four chromatic lines contain onh' 
fourteen combinations . Reference to individual four-line comoinations will oe organized and oresented immediately 
following these examples. 


TWO CHROMATIC LINES DESCEND WHILE ONE ASCENDS. (TWELVE COMBINATIONS) 

1) 2nd, 3rd, and 4th strings; 


a) II - (2d){3d)(4a) - V - (2a)(3d)(4d)(5a) - 1 


D-9 

-9 

G7(b9/alt5) 
i | i>«- 

C(13/#ll/9) 

ise- 

U t> 

TbTTTTT 



^ - — ~ — 

— ^ i-: Li 

M 

* 1 u 

c) II - (2d)(3a)(4d) - V - (2d)(3d)(4a)(5d) - 1 

D-7 

G7(bS/^5) 

Ctadd9) 

-0 T — 

n — nr 

o 

A ^ 

r i LI 

— — e 

9© j- 


o '■ 

BO fJ 


b) II - (2a)(3d)(4d) - V - (2d)(3d)(4a)(5a) - I 
D-9 G7(#9/#6) C(13/#ll/9) 



! 5^ 

b-©“ 


-# -4i 

]}' il : 

n© 

j] 

m. j 

‘ 

© 




- ' o 

in 

1 


L— k t 

o 


2) 3rd, 4th, and 5th strings; 


a) II - (3d)(4d)(5a) - V - (2d)(3a)(4d)(5a) - 1 
E-7 A7it5(b9) Df#ll) 





IT 



% 


c) II - (2a)(3d)(4a)(5d) - V - (3d)(4a)(5dJ - 1 

D9sus4 Db7 C7(13/9) 

& 


s 


rt> 


m 




o 


tru 


b) II - (2d)(3a)(4d)(5d) _ v - (3a)(4d)(5d) - j 
D-9 Db7 Cmaj7(ni) 

* — to. £%_ 

# gq _ kH — So 


: JS 


IT 


tni 


2X 


3) 2nd, 3rd, and 5th strings; 

a) II - (2d)(3d)(5aJ - V - (2d)(3a)(4a)(5d) - 1 
G-9 C7(b9/alt5) F(13/#H/9) 



c) II - (2d)(3a)(5d) - V - (2a)(3d)(4d)(5a) - 1 
G-7 C7b5(j)9) F6{9) 




■9 — o 




4e- 




4) 2nd, 4th, and 5th strings; 

a) II - (2d)(4d)(5a) - V - (3d)(4d)(5d) - 1 
C-7(ll) F7b5(b9) Bt>maj7 


i 


b. 


■e- 


B 




-9-0 


b) II - (2a)(3d)(5d) - v - (2d)(3d)(4d)(5a) - 1 
G-7 C7(bl3/b9) F(add9) 


-Q~2— ti 

. t 


huti It! 

l H : l f 

fM ^ w 1 



M* 

-e — 11 u 


b) It -(2a)(4d)(5d) - y - (2a)(4a)(5a) - 1 
C-7( 11/S > F7(b 9/ alto ) Bb 6(9 ) 

* bn bo fr©- 


-y 

=£ 

— -e — 

ft 

- — - — — j-f 

- u Tirrr ^ n 


— 



- && 

n 


c) II - [(2d)(4a)(5d)](3d) - V - (2a)(3d)(4a)(5a)- 1 


G-9 

O 

C7bD(b9) 

t 

FOG 1/9) 

Q' 



H 


r s-t 

^ f'Jl i | 

-fe — H 

V O 

j: 

i u 

© 

— i-L h 


0 
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TWO CHROMATIC LINES ASCEND WHILE ONE DESCENDS . (TWELVE COMBINATIONS) 


1) 2nd. 3rd, and 4th strings; 


f 

a) II - (2a)(3d)(4a) - V - (2a)(3d)(4d)(5d) - 1 
D-7G1/9) G7(b9/alt5) C6(9) 

O 

1 

i VW 

r P ^ r 


< v zS 

Id . V. 

tf 


M 

V 

1* O 

U r-v : ! 


J ^ 


*) 

c) II - (2a)(3a)(4d) - V - ( 2a) (3d X 4a) (56) - I 


D-9 

f -e- 

G709) 

Cmaj7(i)ll' 

£t 


L ; L 1 


r\ 

..If 

/*' f 5 


u . 

If 


Ft 



rr 

te3 

Hex . 

1 



b> II - (2d) (3a) (4a) - V - (2d)(3d)(4d)(5d) - 1 
D-7 G7(b9/alt5 ) C(add9) 

-» Q 

T*>- I) 



2; 3rd. 4th. and 5th strings; 

a) II - [(3a)(4a)(5d)](2d! - V - (2a)(3a)(4d)(5a) - 1 
G-9 C 7 1? 509) Fmaj9 



c) II - [(3a)(4d)(5a)](2al - V - (2a)(3d){4d)(5a) - 1 
D-9 G7(b9/alt5> C0.11) 


-£ 

hq 

r 

L Q .. ^-O— — — ~ - 


1 

L 


ft 

\ 1 

4 - ; 



V i- H n 

e 

]r o pa e 


b) II - [(3d)(4a)(5a)](2a> - V - (2a)(3a)(4d)<5a) - 1 


D-7CL1/0! 

_A 

G7#5(b9i 

CO! 11.) 

4t r 

DC jTt 



c ... . 

^ . 

% — !r j-i 


v T7"*£ - ■ 


VL ' ... . .. 

tJ c 




3) 2nd, 3rd. and 5th strings; 
a) II - (2a)(3a)(5d) - V - (2d)(3a)(4a)(5a) - 1 


C7#50&. Fmaj7(iill/9) 


.A o 

to 

30 

up 


j1 $ 1) 

taJxi 

^ T 



/ o 

5-t* n 

^5r rr 

o — 

..... d 


O II - f(2a)(5d;;5a)!i-4a .. v - i^adduf^aiiSu, - x 
G-9 C7(b9/alt5) F(=ll) 



i o i to ^ 

XT. 1 A 1 i 

rv ■’ . 


K * 1 T 



V L. W* 

f- 


%) 


b) II - (2d)(3a)(5a) - V - (2a)(3a)(4a)(5d) - 1 

G-9 C 7(#9/alt5 ' Fm aj7Gil 


4 

to 



■ o 


. Li 




w n 


if ' 

■ } 



Lj 


£5 





4) 2nd, 4th, and 5th strings; 

a) II - [(2a)(4a)(5d)](3a) - V - (2d)i3d)(4dV - 1 


G-9 

tl . 

C70 13/89) 
iim- 

r maj7(9/6 ; 

V 0 pro r , j 

jr « L l ^ ! 


1 D 

^ f 1 

vm 1 r. 

— B-€> — 

■ r 

— — — j 


e) II - (2a)(4d)(5a) - V - t2a)(3a)(4d)(5d) - 1 
C-7(ll) F7(altt B?maj7 


A ! O 

. ! 



[lx:. 

i hs ' jrv 



| i 



■i 

JL- .. ... 

n 

:7 


• i ' o . n 


t) 


b; II - (2d)(4aM5a> - v - (3d)(4d)(5d)- 1 
C-7(1I) ' F7(>13/bS H-.-G3/S! !/9 


>■' 7 p - tr 

^ , 

hf L 


fi ! 

ffl , a 

i 


d ^ : 4 


eJ 
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The following will organize the/cur chromatic guide-line examples already presented for easy individual reference. 
Each of the fourteen four-line combinations will be listed along with the three-line combination it can be found under. 


1) Four descending chromatic lines; (2d)(3d)(4d)(5d) refer to (2d)(3a)(4a) 

2) Contrary ; three descending chromatic lines while one ascends; 

(2a)(3d)(4d)(5d) refer to (2a)(3d)(4a) 

(2d)(3a)(4d)(5d) refer to (3a)(4d)(5d) 

12d)(3d)f4a)15d) refer to f2d)f3a)(4d) 

(2d)(3d)(4d)(5a) refer to (2a)(3d)(5d) 

3) Contrary ; three ascending chromatic lines while one descends; 

(2d)(3a)(4a)(5a) refer to (2a)(3a)(5d/ 

(2a)(3d)(4a)(5a) refer to (2d)(4a)(5d) 

(2a)(3a)(4d)(5a) refer to (3a)(4a)(5d) 

(2a)(3a)(4a)(5d) refer to (2d)(3a)(5a) 

4) Contrary ; nvo ascending and two descending chromatic lines; 

(2d)(3d)(4a)(5a) refer to (2a)(3d)(4d) 

(2a)(3a)f4d)(5d) refer to (2a)(4d')('5a) 

(2d)(3a)(4a)(5d) refer to (2d)(3d)(5a) 

(2a)(3d)(4d)(5a) refer to (3a)(4d)(5a) 

(2d)(3a)(4d)(5a) refer to (3dt(4d')<5a) 

(2a)t3d)(4a)(5d'l refer to f2a)(3a)(4d) 

The following three and four contrary chromatic line combinations extend over the entire II V I cadence. Additional 
string and motion combinations are possible, but in many cases require “doublings” or seventh-width sized voicings. 
Some of the following examples will include such voicings. 


l)(2a)(3d)(4a); 


F7#o(alt9) 

Cmfll/9) Bbmaj7(9/6) 



-H— 



2) (2a)(3d)(4d); 

Dm(add9) G7(p9/alt5)C(#110 



— - 

— n 


T * 

rrep 

A 

vM ■ r? 


S 1 


"JO 



3) (2d)(3a)(4d); 

D7(>9/alt5) 

A-7C11/9), 06(9) 



4) (3a)(4d)(5a); c(m/9) 

D-7(ll)G7(b9/alt5 ; 



5){3a)(4d)(5d.).j 6) (2d)(3a){5d); 


C-9 

o_- 

B&inaj 7 (-tl.il 

E-9 A7(59/alt5j BmajS 

A - ^ 




: 


LJR 

j-4i 



9^ 



[7 » 

^ 

^ ■ y j 


7) (2a)(4d)(5a); 

E-9 A7U5Cb9)Dmaj7(ltll; 


-G-#* — j 

- i 


rr? 1 


nr» i 

— IP * * — * 

u 




S)'(2a)(4d)(5djt; 

Bpmaj7(fil/S} 
C-9 F7H5(alt9) ‘ 


A ] c !<■ 



SO r 


ifi* T" _ t 


WU ^ 7 

& L 




9) (2a)(3a)(4d _a); 

D-9 G7.(b9/aiv<5} C(#ll/9) 



10) (2a)(3d)(4d)(5a); 



D-9 G7(t>9/alt5) C.(#ll) 

J 

I 


n™ o r 

JA. D rr-rs ^ n 




r D fer ®- 


1 1) (2d)(3a)l4aH5d!; 

Gm( 1 V 9 ) C 7( al t ) Fmaj 7( 9/ 6 ) 


— & JT' ^ 

j — 

-ifrfi 1 

-£-±r jiTT’ VJ 

\ 

■ytr) -fc* W — 

i > : 

Oy 
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The following example uses three chromatic guide-lines with a single common tone over an extended chord 
progression; 


Fmai9 

eeIee 


D7b5(b9) Gm(ll/9) C7it5(39) Fmaj7(#ll) D7(b9/alt5) Gm(ll/9) C7(b9/alt5) F6(9) 

Im. bxL \>sx , [>e- 

: -iQ 


tig 


XXL 






m 


s 








XT 


HOI 


XT 


The following example uses three and four chromatic guide-iines over an extended progression; 


B?maj9 G7b5(b9J C7(b9) F7jt5(b9) D7b5 G7^5 C7(alt5) F7b 


?-Q. 


Bb(add9) 
ho. 


2 8 



— Te*-* — 


V 

SinO 

SO 

_xo 

1 H ^ 

TO 

1 

feu" - - 

D O 

e — — 

— 

— {x-o 

Jxi 

~T>R — 

TX 

\ 

IT J 1 


The remaining examples are II V I cadences that contain a variety of chromatic guide-line combinations. 


1) Top two voices descend chromatically while 
bottom two voices have indirect chromatic motion; 


D-7 G7(alt) Cmaj7 

i 


■e- L gg; _o 


/ 1 

g 8 = r*> — 

f A R 



-he b o u 


21 II - (2d)(3d)(4d) - V - (2d)(3a)(4a)(5a) - 1 ; 
D-7 G7(b9/alt5) Cfadd9) 


-&■ 



} ^ X^I Q 





~^x> 11 


3) II - (3a)(4d) - V - (3a)(4a)(5d) - 1 ; 


D-7(ll) 

f\ o 

G7b5(b9) 

o 

C6(9) 

O 

.. Ly. 



; 


TTti 

to.._ . 

^5? h 
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4) n - (3d)(4a) - V - (3d)(4a)(5d) - I ; 


Dm(ll/9) G7#5C#9) 


i 


R 


aS 


Cmaj9 

Q 






5 


ten 


■o- 


5) II - (2d)(3d)(4d) - V ; 

D-7 G13(b9) Cmaj9 

CE7) 




TT 

Q 

“/a H 



u Q 

\>t7 

“ir — o 

O " 

HO 


6) IT - (2a)(3a)(4a) - V - (2a)(3a)(4d)(5a) - I ; 

G-7(1179) C7b5(b9) F6(9) 

(D-7) (Gb7) 



1 ^ bo XQ 





r? 


ft 

v _n 

T o o 

v 

m j-h 4. i L 

& 

J u 1° 


7) (2d){3d)(4a)(5d); 


G9sus4 

C7(b9/alt5) 

he- 

F9(13) 

i n 




iJpfcS— 

r 

XF C 

X i £ 



f A . n. 


1/ L' 

i V 





8) II - (3d)(5dJ - V - (2a)(5d) - 1 ; 

G-7 C9(alt5) Fmaj7(6) 

i 


4 F 

5 o 



1/ K 

. i pi 

' > 

-'"r.C - 

l'\ 


, -T “ 


n 

f tt 

■“fc a — -m 


u 



J La 

d - 

U 


9) V - (3a)(4a)(5a) - 1 ; 

D-7#5(ll) G7(ttll/b9) C-6(9) 


Bb6(9) 

f) O 

C 

Q 


i/* . _ 


: TLO 


J 

r&, ■- 

X 

CO 


VlU fi 1 n i 

•s & 

o 
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Although the following exercise contains some three and four chromatic guide-line examples, the most interesting 
element is the contrary motion produced by the top voice and the chord roots. Since some of the droo 2 type voicing 
contain no root, sing or lecord-and-plavbacft the roots while olaying the exercise 



Eb>7sus4 
ft n 


D-9 Db9(13) 

o- ite- 


Cmaj7 




Chapter Twenty-Seven. 

Triad over Bass Voicings 


This chapter will explore all inversions of major and minor triads on the 2nd, 3rd, and 4th strings while n on-triadic 
notes are placed on the 5th string. Omitting the three notes of the triad being used leaves nine possible bass notes 
underneath the triad. The following will organize these bass notes intervaliicaiiy in relation to one major or minor 
triad; 


k2 2 '[>3 or 3 

A 

#4 k 

6 k 7 



Above in relation to C major and C mino' triads; 




C/D- C/D C/Ek 

C/F 

C/F# 

C/Ap C/A 

C/Bb 

C/B 

Cm/Dk Cm/D Cm/E 

Cm/F 

Cm/F jj 

Cm/Ab Cm/A 

Cm/Bp 

Cm/B 

Tne following will organize major 

and mino 

r triads imervai 

dicallv in relation to one bass note: 


1,2 2 b 3 3 

Jb 

5 p6 or 6 

k 7 



Above in relation to a C bass note; 






D |,/C D/C Eb/C 

B/C 

F pC 

G/'C .VC 

Bb/C 

B/C 

Dpm/C Dm/C IDuu'C 

Em/C 

Fjjm/C 

Gni/C Abm/C 

B b m/C 

Bm/C 


The above chords consist of both hybrid chords and 7th chord inversions. The. five chords containing the bass notes; 
\>2, 2, \> 3 or 3, 4, and 1 4 of the given triad are hybrid chords while the remaining four chords containing the bass 
notes; k, 6, 1,7, and 7 of the given triad are specific inversions, (root and third inversions), of 7th chords. The 
following lists the 7th chord inversions; 

C/A[> = A^maj7it 5 C/A = A- 7 C/Bt> - C7 C/B = Cmaj7 

Cm/Ak = Abmaj7 Cm/A = A-7p5 Cmfflli = C-7 Cm/B - C-maj? 

With the exception of those containing k9th intervals, all of these structures, (hybrid chords and 7th chord 

inversions), have been previously introduced as snecific inversions of different chords. The following will show the 
first chord that introduced each hybrid structure, i minus those structures containing b 9th intervals): 


C/Di 1 = A7(#9) C/D = E-7 ji 5 

Cm/D k = A 7 j,5(| 9'' Cm/E = FS7(13./|' 1 1,49 


C/F = G13(sus4) 

Cin;r = Es?6(9)[l 3 6 9] 


in past cnapters, those voicings containing 1,9th intervals were avoided. Because of the unique sound of hybrid chords 
and upper- structure triads , the 1,9th interval will Oe made available to them in this chapter. Since these structures 
often urrolv two different sounds or chords within cue voicing, the 1,9th interval produces less dissonance than it 
usually does on a “ singular' ’ harmonic structure. The following hybrid chords and 7th chord inversions contain b 9th 
intervals; 

C/Eb C/Fit C/B Cm/D Cm/F^ Cm/B 


It is interesting to note that of the eighteen major and minor structures presented; 
Six are 7th chord inversions, (minus |>9th intervals): 


C/A:, C/A C/B? 

Cm/Ak 

Cm/A 

Cm/Bb 

Six are hybrid chords, (minus p9th intervals); 

C/Db C/D C/F 

Cm/D? 

Cm/E 

Cm/F 

Six are structures containing b 9th intervals: 

C/Eb C/F{ C/B 

Cm/D 

Cm/F# 

Cm/B 
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Again, because of the unique sound these structures contain, and the limit of available voicings within this text’s 
framework, the outside voicing width of a major 7th will be included. This might pose some voice-leading problems 
when integrated with drop 2 voicing widths, but the "sound” and "style” will often circumvent a temporary lack of 
voice-leading. The width of a |?7th will still be avoided. 

There are sia. different structures that contain a major 7 th width on one of their inversions' 

C/Db 


C/F 


C/AHAbmaj7#5j Cm/DI 


Cm/E 


Cm/Ab (Abmaj7' 


S 




XI 


±fc 




w 


F© 


g 


*Cm/D[> will be omitted due to the awkward fingering produced on the middle four strings of the guitar. This voicing 
is quite comfortable on the top four strings. 

The following views the remaining five structures containing a major 7th width from a common bass note; 


dfc 


E/F 


XL 




C/F 


A/F(Fmaj7jt5) Cjtm/F Am/F(Fmaj7) 




'xazi 




i 


.sS 




7TT 

m 


Foui structures, C/A, Cm/A, Cm/At, and Cm/Bl?, will be omitted from the eighteen major and minor structures 
presented due to their limited use in a hybrid or upper-structure environment. These structures lack the “dual” quality 
the remaining structures contain, and seem to demand their “singular” identity; 

C/A = A- 7 Cm/A = A-7t>5 Cm/Ai> = At>maj7 Cm/Bt. = C-7 orE[>6 

They may reappear as triad-over-bass stiuc cures when these specific inversions are desired. Triad-over-bass notation 
may also be more appropriate when the surrounding chords are notated that way as well. The following is an example 
of the triad-over-bass notation being most appropriate: 


C/F E/F G/E Fjj/E F/D E/D Em/C 

(B- 7 ) (D-7) (Cmaj7) 

We now have a total of fourteen structures that will be examined in this chapter; 

C/Dp C/D C/Ep C/F C/F C/At. C/Bp C/B 

Cm/Dp Cm/D Cm/E Cm.T Cm/F| „ CmlK 

The following inversions for each structure will be used; 


£ 


C/Dp 


5 


G 40° — Ar 


5 


C-/E? 


C/F 


50 


ff 


C/F? 

O 




F© 






r-rr 


C/Ai 

fi- 


C/Bp 


C/3 


as 


e 


3U 


E 


t© 




AT AT 


TT 


Cm/Db Cm/D Cm/E Cm/F Cm/Ftt Cm/B 
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This section will begin by examining each structure as a root inversion chord. This will produce a few rather 
incomplete chords as well as some structures that are best used in a “modal” context. 


Major ; 

C/Db = D)°maj7 C/D - D9(sus4) C/E) - E)l3()9) 

C/F = Fmaj7(9) or F-maj7(9) C/Fj = F#7t5(t9) or Fj±-7i>5(b9) 

C/At 1 = A)maj7if5 C/Bb -BRl3/# 1 1/9) C/B = Bsus4(bl3/)9) or B phrygian 

Minor ; 

Cm/Db = Dt>maj7b5(9) Cm/D = D7sus4()9) Cm/E = E°maj7()l3) or E-maj7(pl3) 

Cm/F = F9 or F-9 ' Cm/Fp = F#(13/# 1 l/)9) Cm/B = B()l3/)9) 

Although considering the bass note as the root produces some interesting chords, the most useful chords are often 
found on different roots other than the bass note. This concept introduces the “dual” quality these structures offer 
and begins examination of true upper- structure triads: triads over 7th chords. When a different root other than the 
bass note and triad is chosen, a chord is implied underneath the triad and the bass note now becomes a chord tone 
or tension on this lower chord structure and is subject to that structures Low Interval Limits. Since the chosen root 
is not part of the voicing, it should be recorded-and-pl aye-d-back or sung while playing the voicing in order to hear 
the function of the voicing in relation to the root. 

The following hybrid chord is examined for its upper-structure possibilities; 


C/F F C E G 

(Assumed root) 1111 ( Singular-structure ) (Upper-structure) 

D )3 \>1 9 11 D-7(ll/9) C over D-7 

G )7 4 13 1 G13sus4 CoverG7sus4 

B) 5 9 #11 13 Bkl3/| 1 1/9) C over B )maj7 or B p7 

E \>9 (5 1 #9 E7(alt9/§5) C over E7()9) 

A b!3 {9 5 )7 A7()l3/$9) C over A7()l3) 


Again, it is important to know what the bass note is in relation to each new root. The above structures range, (F located 
on the 5th string), will satisfy L.I.L. for all of the new roots listed. If this structure were placed lower , for example 
F/Bk L.I.L. would allow only the new root that produced the 5th in the bass; E)(13/jil 1/9), and of course the root 
inversion B)maj7(9). 

The following will examine all the new root possibilities, (minus those structures containing )9th intervals), each 
structure will afford. Only the root inversion, which has already been presented, will be used on structures containing 
a )9th interval. 

The following structures, minus the C/F structure already presented, will be examined; 

C/A) C/B l C/D C/D) Cm/D) Cm/E Cm/F 

The root inversions, which have also been examined, will be included in the following models as well. 


C/A) 

(Assumed root) 

A) 

! 

C 

1 

\ 

E 

1 

/n 

CJ 

! 

f 5 im 7 ul a r- s tru c iu re ) 

(Upper-structure) 

A) 

1 

3 

#5 

7 

Abmaj7|5 

C over Ap 

F 

)3 

5 

7 

9 

F-maj7(9) 

C over F-maj7 

D 

to 

) 7 

9 

11 

D-7)5(ll/9) 

C over D-7)5 

E 

g- 

its 

I 

|9 

E7fp9/p5) 

C over E7 

B) 

L" 

Vi 

9 

in 

Id 

Bb7(13/p 1 1/9) 

C over B )7 

G 

)9 

)13 

4 

13 

i 

G13sus4()9j 

C over G7sus4()9 

C 

1 

3 

5 

C7()l3) 

C over ) 1 3 
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C/D 

D 

C 

E 

G 



(Assumed root) 

I 

1 

: 

1 

( Singular-structure ) 

( Upper-structure ) 

D.„ 

1 

1-7 

9 

4 

D9sus4 

C over Dsus4 

E 

9 

P 

i 

1-3 

E-7#5 

C over H-7p5 

A 

11 


5 

i-7 

A-7(l 1) 

C over A- 1 1 

C 

9 

i 

J 

5 

C(add9) 

C over 9 

G 

5 

4 

13 

i 

G13su-s4 or G-6(ll) 

C over G7sus4 or Gm 



3 

9 

#H 

13 

B[-(13/# 1 1/9) 

C over Bi-maj7 or Bb7 

F 

6 

5 

7 

9 

Fmaj7(9/6) 

C over F6 or F-6 

l{ 

h 

to 

1-7 

1-9 

F|7(t9/a]t5) 

C over F#7l-5 

At™.. 

b 

3 

# 5 

7 

At-maj7(alt5) 

C over At>maj7l-5 

C/Di> 

Db 

C 

E 

G 



f Assumed root) 

i 

t 

l 

1 

( 'Singular-structure) 

( Upper-structure ) 

Dp 

1 

7 

1-3 

t-5. 

Dl °(maj7) 

C over Dp ° 

A 

q 

ir J 

5 

1-7 

A7(|9J 

C over A 7 

Eb 

t7 

13 

jj9 

3 

Eb 13(1-9) 

C over E 1-7 

c 

1-9 

1 

-n 

J 

5 

C7([-9) 

C over 1-9 

Gb 


#11 

t? 

1-9 

G 1-7(|11/1,9) 

C over Gl-7 

C/B[- 

Bb 

C 

E 

G 



(Assumed root) 

i 

1 

! 

I 

(' Singular-structure ) 

( Upper-structure ) 

Bb 

1 

9 

#H 

13 

B[-(13/#ll/9) 

C over Bbmaj7 or B 1-7 

A.,„ 

1-9 

*9 

5 

1-7 

A7(alt9) 

C over A7(l>9) 

At 

9 

n 

#5 

7 

Atmaj7#5{9) 

C over Abmaj9 

G 

1-3 

n 

6 

1 

G-6(ll ) 

C over Gm 

Gt 

3 


t 7 

[-9 

G[-7(# 11/1-9) 

C over Gt-7 

F.. . 

11 

5 

7 

9 

F-maj7(l 1/9) 

C over Fm(ll) 

E 

t-5 

1-13 

1 

b3 

E-7l-5(J-13) 

Cover E-7l5 

E 

t5 

1-13 

] 

1-3 

E°(tt3) 

C over E 0 

E 

1-5 

# 5 

1 

# 9 

E7(#9/alt5) 

C over E7 1-5 

Ep . 

5 

13 

39 

J 

El- 13(1-91 

C over Ep7 

D 

1-13 

1 -7 

P i 

9 

11 

0-7^5(1-13/11/9) 

Cover D-7 1-5(1- 13) 

Dp. 

1- 6766 , 




Db "maj7 

Cl over Dp °7 

c 

1-7 

1 

3 


C 7 

C over 1-7 


Cm/Dp 

(Assumed root) 

Df- 

1 

1 

Er 

1 

G 

1 

( Singular-structure j 

( Upper-structure i 

Db 

1 

7 

9 

1-5 

Dpmaj7t-5(9! 

Cm over Dl-majV 

A.. 

t7 

I 

4 0 

35 

\>1 

A7t5(if9) 

Cm over A7 

Ep..~ 

13 

1 

rj 

Eb 1 3 

Cm over E 1 7 

Bb 

1-3 

1-5 

9 

11 

6 

B t*-6( 1 1/9) 

Cm over Bbm 

G... 

n 

1-13 

1 

G-7t5(t 13/10 

Cm over G-7 1-5 

c 

Gt 

1-9 

i 

#9 

5 

C7(alt9) 

Cm over 1-9 

5 

w - 1 

j* - 

13 

p9 

Gt-7(13/i I l/j-9) 

Cm over Gl-7 

F 

i-13 

j 

t - 1 

9 

F9(pl3) 

Cm over F7 ( P 1 3 ) 
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Cm/F 

(Assumed root) 

F 

! 

C 

1 

El 

1 

G 

1 

( Singular-structure) 

( Upper-structure) 

F 

1 

5 

Vi 

o 

J 

F9 or F-9 

Cm over F7 or F-7 

Ei> 

9 

6 

1 

3 

E!>6(9) 

Cm over E[>(add9) 

C 

11 

1 

i?3 

5 

Cm(ll) 

Cm over 1 1 

Ai> 

6 

ri 

3 

3 

7 

A[>maj7(6) 

Cm over A\?6 

r>:> 

3 

l ~S 

1 

9 

tin 

Dbmaj7(jj 11/9) 

Cm over Dt>maj7 

Bt> 

5 

9 

4 

13 

Bi>7sus4(I3/9) 

Cm over Bi>7sus4 

IG 

5 

9 

11 

6 

B [>-6(1 1/9) 

Cm over B|>m 

G 

Vi 

11 

In 

i 

G-7 (i> 13/11) 

Cm over G-7[>5 

A 

tl3 


15 

h 

h 

A-7l5(l>13) 

Cm over A-7|5 

A 

#5 

1 9 

\?5 

A7(i)9/alt5) 

Cm over A7ji 5 

B 

h 


3 


B7(b9/alt5) 

Cm over B7b5 

Cm/E 

(Assumed root) 

E 

i 

C 

1 

El 

1 

G 

1 

( Singular-structure) 

(Upper-structure) 

E 

1 

J? 1 3 

7 

S -i 
po 

E Q maj7([>13) 

Cm over E° 

E 

1 

in 

7 


E-maj7([jl3) 

Cm over Em 

A 


i±9 

pu 

I 9 

w 

A7(f± ll/#9) 

Cm over A7 

C 

3 

> 


C7(f 9) 

Cm over Cm a j or 

e1? 

i>9 

ll 

i '"'i 

I J 

1 

3 

El>13([>9) 

Cm over Ell 

n 

tin 

13 

[>9 

F|7(13/#ll/t9) 

Cm over F|7 


We have now completed isolating any one hybrid structure or 7th chord inversion and examining all the enharmonic 
chordal functions it contains. Another approach, (and perhaps more useful), would start with a basic 7th chord and 
determine all the upper- structure triads and consequent hybrid voicings and 7th chord inversions it would contain. 
After establishing a desired upper- structure triad over a basic 7th chord, construction of different hybrid chords and 
7th chord inversions is possible by using the chord tones and tensions of the basic 7th chord below' the established 
upper-structure triad. 

The following will examine the different hybrid chords and 7th chord inversions produced from the most common 
upper-structure triads over the most basic 7th chords. II - V - 1 chord cadence examples will display each hybrid 
and 7th chord inversion discovered. All examples will use a common “C” root for the basic 7th chords. If this key 
produces L.I.L. problems, (tension 9 in the bass for example j. that exercise will be transposed to satisfy L.I.L. 
Although listed, the “obvious” 7th chord inversions will not receive II - V - 1 examples. Also listed will be all the 
structures that contain a !>9th interval, while only their root inversions will receive a II - V - 1 example. Additional 
inversions containing the [>9th interval will be examined under the dominant chord examples. Since dominant chords 
generally contain dissonance by their nature, the i>9th interval is more readily accepted on these chords. The p9fn 
interval might be easier to accept on tonic or sub-dominant functions if the surrounding chords contain similar triad- 
over-bass voicings. 

*Some of the following examples will have already been presented in part or whole under previous chapters. 

The available upper-structure triads to any single 7th chord type will be notated in Roman Numerals. Immediately 
following the triads numeral, in parenthesis, wall be the tensions or chord tones that upper-structure triad forms on 

the original 7th chord. For example; Vm (5 \>1 9) is a Gm upper-structure triad over a C7 chord and it contains 

the 5th(G), l>7th(Bi>j, and 9th(D) of C7. 
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MAJOR 7th CHORD 


Available Upper-Structure Triads : II (9 till 13) V (5 7 9) Vllm (7 9 till) 

1)11 over Imaj7; D over Cmaj7 

Chord tones in bass; D/C (D7) D/E D/G D/B (B-7) 

Tensions cannot appear in bass because they are already contained in upper-structure triad. 


a) D-9 G7(#9/alt5) D/C 

C6(ifll/9) 


— 8 — = 


— — - 5 0 -I- 

cn 

fl 

TP 

ttt — — ^ 


po 



c) D-9(ll) 
C/F 

£s D 

G+7(#9) 
Eb/F 
1 o 

D/G 

C6(ifll/9) 

u n 

nri 3 


^ ^ T 



— ^ — - 


O 

L- f- 


■- ‘ 


b) D-7(ll) G+7(t>9) D/E 

C6(i)ll/ 9) 


— fh~ 

— e 

TttO 

ffg 

n 


n 

1 — ti — jn 

FT 1^6" 

n 

1 1 


— o~ 

O 

rj — ti; 

„ 

— SUJL1 _ 



” — -fi 


d) G-7(ll) 

F#7 

F#/E 

G/E 

Fmaj7(13/|ll/9) 

rt 

y. 




_^L ifn&jL. 


. * 


it Cl: 


o P e b 


2) V over Imaj7; G over Cmaj7 

Chord tones in bass; G/C 

Tensions in bass; G/A 


a) D-9 Gmaj7(alt5) G/C 

B/Db Cmai9 

f 



r £1 fJtl 

A £1 o 


0, 

f—a — ■ — -iH fa a 



G/E (E-7 or Cmaj9) 

G/Fjj ([> 9th interval) 

b) D-7(ll) G7(alt9) G/A 

F/G Cmaj7{9/6) 

ft - % 

o~~ c8 —tfr = 



* Note the maj7th on the above V7 chord. This will be further examined under the dom7 chords in this chapter. 

3) VHm over Imaj7; Bm over Cmaj7 

Chord tones in bass; Bm/C Bm/E Bm/G (Gmaj7) 

Tensions in bass; Bm/A (B-7' 


a) D-9 

G7(±t9/alt5) 

Bm/C 

b) D-9 

G+7 

Bm/E 



Cmaj9(4il) 



Cmaj9(till) 

^ 8 

r : po 

lr 1 

tH*© 

~^=rr" — 

rrfir' 

. ij 

%=B 

7 — c? 

— Hti 

-ivO ■ 

^ — 

T - 

ti 

i-i 

O — ;■ 

go — — 

c> D-9 

G7sus4(bS ! 

Bm/ G f Cmaj9ji 1 1 ) 

d) D-7C11) 

G7sus4(b9) 

Bm/A 

Fmaj7_ 

^ _ 

Gmaj7 



Cmaj 7(13/ ill 1/9; 

— ~ 

■o- 

8 — 

-8~ ii 


-e- 

8 

jjXL 

-gg 3 

v-\> t * 

* J 

[HT~ 

— e H 




:ro ™ — 
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MINOR 7th CHORD 


Available Upper-Structure Triads : IV (11 13 1) {dorian} llm (9 11 13) {dorian} t? VII (I? 7 9 1 1) Vm(5[?7 9) 
1) IV over 1-7; F over C-7 

Chord tones in bass; F/Et (F7) F/G F/Bl? 

Tension 9 in the bass will be avoided due to the potential i?9th interval. 

This complete structure: F major triad over C-7, produces a specific modal dorian chord. When isolating the three 
possible triad-over-bass voicings, only the one containing the |> 7th in the bass (V/B'd) dictates a modal dorian voicing. 


aj 


D-7CL1) 


£ 




XX 


G13(b9) 

E/D 


F/Ei> 

C-6(ll) 


JY 




± 


TT 


XT 


>e- 


i « 


b) D-7b5 

] 

i>©“ 




TE 


G13(b9) 

E/F 


, P-e- 

mrr 


XY 


F/G 

C-6(ll) 

-ig — 


XI 


c) A-7b5(bl3) 
Cm/F 


D7b5(b9) 

Ab/Gi> 


C/F 

G-7C13/I1) 


! O 

I D-©’ 

up 

TV©! - 

T4T- — - — 

m ■ i 


-A€> 


3X 


2) |? VII over 1-7; Bb over C-7 


Chord tones in bass; 
Tensions in bass; 


a) D-9 


I 


E 


PS 


G+7(#9) 






3X 


3TJ 


Bl>/C BkEt B[>/G (G-7) 

b1?/a { dorian] (contains S?9th interval) 

BUC b) D-9G1) G7(h9/ alt5j 

C-9(ll) C/D Aijm/Db 

A 




XX 




a 


?n 


bM 

C-9(ll) 




f-eU- 


c) D-7b5 

-©- 
A 


© 


G7(b9) Bt>/G(C-9(ll)' 


ii 




* 


2X1 


an 


3) llm over 1-7; Dm over C-7 

Chord tones in bass; Dm/C (D-7) 
Tensions are not available in bass. 


a) F>-7bo(ll) 


I 5 !: 


-e- 

c) D-7b5 


-4- 




t-- 


r& 


L - 


B+7(t>9) 




Fem/E 
Em( 13/11/9) 


© 


p 


. — P- 


_U'_ 


ft* 

G7(alt9) 

Bb7 

bxi 




Dni/G 

Cm( 13/11/9) 

=jf 


JET£ 




Drn/Ep 


Dm/G 

b) D-7? 5(11) G7(Sll/b9> 


eJ 

d) A-7l?5(bl3) 
F9 

£ kfi 


D+7(*S) 

B?/G? 




W 


t? 


e; 


Dm/B ? (Bt?maj7) 

Dm/Eb 

Cm(13/ll/9) 


— y ^ 

u 

XA 

n 

— 7 ? — Tjrp 

nm 

i — O 

. — Lj 



’ i E? C A 


n n & 'O “ 


Ani/F 

G-7(13/ll/9) 


isY 
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4) Vm over 1-7; Gm over 07 


Chord tones in "bass; 
Tensions in bass; 


a ) D-9CL1) 
C/D 


i 


fl 




XT 


G7(alt5) 

Eb+7 


7TTY 




w 


Gnt'C 
Gm/F (G-7) 

Gra/C 

C-9 




Gm/Eb (Ebmaj7 or C-9) 

Gm/A { dorian } (contains t»9th interval) 


b) 


i 


D-9 


-©- 


n 


G+7(b9) 

I [H3- 




3X 


Gm/F 

C-9(ll) 


jC_ 




MINOR 7 [?5 CHORD 

Tension b9 on a min? bo chord will be introduced for the first time. It must be used in an appropriate context. 
Tensions \>9 , natural 9, and 1 i will be avoided in the bass. Tensions 9 and 1 1 produce potential^ 9th intervals 
when placed in the bass. 


Available Upper-Structure i nads ; 

(contam 1? 9th interval); 


b VII (1,7 9 II) 
bll(b9 II [D3) 


l? V I ( !> 1 3 1 b 3 ) 

1 V (b 5 1? 7 b9 ) 


IV tn ( 1 1 b 13 1) 

1? Vllm (t»7 p9 IT) 


1) b VII over 1-7 b 5; BboverC-7[,5 


Chord tones in bass; 
Tensions in bass; 

a) Bb/C F13(b9) 

C-7b5(ll/9j D/C 


Bb/C Bb/Eb 

Bb/Ab (Bb7) 




Bbm(ll) 

Db6(9) 


H 






m 


b) 


Bb/Gb (most characteristic) 

Bb/Eb F7(b9/alt5) Bb -6(1 1/9} 
C-7b5(ll/9) B/Dp Cm/Db 


$ 




m. 


■ fi £> 


[> 6^ 




E 


v-Gh 


TXT 


C) Bb/Gb F+(b9) Bb-9(11) 

C-7p 5(11/9) G?-maj7 F-7 

tE- — . h , K 


I 


m uo 


s 2 


i>-€V 


2) bVI over I-7bo; 


Ap over C-7b: 


Chord tones in bass; Ab/Gb (Gb7 ) 

Tensions not available in bass 


d) Bb/Ab F+7(b9) 

C- 7 b5(b 13/11/9) 


it 




T3X 


Ab/B r 


C-t-i- 


TAIA 1 




Bb-9 






IX 


a) Ab/Gb 
C-7b5(bl3) 

y£ ■ B = 

to 30 


F+7(b9. 




i && 


o jet-* 






£ 


b) Eb/F 

C+7(t9) 

H-majS 

G-7b5(bl3) 


_7 Ul 

1 ;K3- 

I 

— /->. 

T) TV 

h 

— — — — n 

IW — 

[/ s.. 

— 

: -Hi : it 
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3) IVm over 1-71.5; 


Fm over C-7l>5 

Chord tones in bass; Fm/Eb (F-7) 

Tensions not available in bass 

a) Fm/Eb F7b5(b9) Bb-maj9 

C-7bo(b 13/11) B7 F/Db 





£ > U ’i 


i K in* - 



lO 5 hi oj? J 

ej 


-e '-EH 3 1713 ^ 


c) Cm/F C+7(£9) F-6 

G-7b5(bl3/ll) Ab/E 


* 1 O 1 

1 

cr brti t 


-A... -O *■> ^ 

-W — u — 

^ l ' 


Fm/Gb Fm/Bb 


b) Fm/Gb 

C-7b5(b 13/11) 

F13(b9) 

D/Eb 

l 

art 

Bb-6(9) 

D. 

]£ .V. .. .. ^ 

j D 

i ^ 

, G i 

Zm 7397^ DTT1 977 

VA7 

'po- — 

[1 

pm 


4) bll over 1-71.5; Db over C-7[>5 


Chord tones in bass; Db/C 


Db/Eb 


a) Gb/F BW(#9) Eb-maj7 

F-7b5(b 13/ll/b9) B?m/B 


ft 1 bo 

20 

^ ~ ■ 7. ^ W 



i 1 

Td 

^ '/ V-t 7 e 7 ^ 

-tit tj 

V 

1 LS r _ 


C) 

qx3 

Db/Gb F(b 9) Bb-6 


C-7b5(b 13/ 117b 9) F/Gb 


a i 

k§ 

?£X 



TTT 

i7 


\ \ L } \T^-f 


— n 


Db/Gb Db/Bb (Bb-7) 

b) Db/Eb F7b5(b9) Bb-6(9) 

C-7b5(bl3/ll/b 9} B(#ll) 


U kg—— 

— r-e 

r-e 1 

/ 7 tj 

' 170 

— — ■ 7 

IjttA HI |_S g_i ^ K,i-^ 


v T K 

47 ^ L 


7 U 

T 7 X 5 


d) Gb/Eb Bb+7(jt9) Eb-6 

F-7b5(bl3/ll/b9) Gb/D 


... f) bo 

! 

i TO 

|)n 


y Vo 

1 b Ok 


n 

TlC. 


ft " 

n 

=fer*= ° — 

J Cj 

\j j 

u 


^3 — 90 ” — 


51 b V over 1-7 b 5 ; Gb over C-7 b 5 


Chord tones in bass; 
Tensions in bass; 

a) Gb/C F13(b9'' 

C-7b5(bS) D/C 


Gb/C 

Gb/Ab 


Ebnif 11 


PH 






-eJJ-O. 


J-0- 


bB 

Bb-7(11) 


i , l>& 


c) Gb/Ab F7(b9) 

C-7b5(b 1 3/ b 9 ) 

1-R 


I 


*§= 


-T^-r-O- 




2n 


Xc 


Gb/Eb (Eb-7) 


b ) G b/K p 
C"7p5(1?9j 

ft i bo 

F7b5 

F/Dp‘ 

...if |Vo 

; 

r-e f 

.../r o 

- ' -p.Q, 

s^or : ji 

fYF* - y ■ o 

TTO 

11 

P bo 

4vo 

=7^ n 


6} b Vllm over 1-7 b 5 : B b m over C-7 b 5 


Chord tones in bass; Bbm/C Bbm/Eb Bbm/Gb (Gbmaj7) 

Tensions in bass; Bbm/Ab (Bb-7) 


a) Bpm/C F7(alto) Bb-7 
C-7b5(ll/b9) C#+7 


_ ft ■ i 

vi i -j rA — 

4 iTk 


4^5 j~t - 

, -J 

1- 

IF ‘SLJ 

Q r.'i ' ' " ' 

J € > 

vt-- Li 

“j o 

. C 

& 


1 7%J 


b) Bbm/Eb F+7 
C-7b5(ll/b9) 



Bh-9(llJ 
Ab / Dt? 


:ntr 


.!_■ 

II 
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c) Bbm/Gl? 

F13(b 9) 

Bb -6 


C-7b5(ll/b9) 

D/F 





i_e 

— ' 

1 

% 7 0 

•mbH 

1 

SO 

j 


d) Gm/F D7(b9/alt5) G-6(9) 
A-7b5(b 13/ 11/b 9) 


" e ~ 

' 1* ■■ r o 





— . L. O 



1 ! 

I 

vil O 

ssn r 

3 — 43 
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MINOR 6 and MINOR (maj7) CHORDS 

Available Upper-Structure Triads ; V (5 7 9) IV (11 6{ 13} 1) Ilm (9 11 1 3 { 6 } ) 

* Tension 9 in bass will be avoided. 


1) V over 1-6; G over C-6 


Chord tones in bass; G/C G/Ep (Ej>maj7|f5) G/A 

Tensions in bass; G/F (G7) As was done in the Tensions 9 & 11 chapter, this structure will be 


avoided as a 


a) D-7b5 

G7( alto) 

G/C 



Ep+7 

C-maj9 


—0 e 

— 7 — m 

~TTrr 

5H3-— 

n 

*7 O 

— £3 

" fro 

- — 

— ± 
j j 


-rnaj7( 1 1/9) chord due to its “ambiguous” function. 


b) D-7b.5{9) 

G7(b9/alto) 

G/Eb 

E+7 

n 

A?m/Db 

1 

C‘-maj9 


v> ' 

— vMft H 



7 O 

■ 

— ttQ n 



J CI 


c) B-7b5(ll) E+7(alt9) E7F# 


C/F A-maj7(9/6) 



2 ) TV over I-maj7; F over C-maj7 

Chord tones in bass: F/Eb and F/G examples can be found under “MINOR 7th CHORD" in this chapter. 
F/IS contains a t»9th interval and will not be examined for its C minor function. It is examined for its min7t>5 
and dorm 7 functions under those chord heaciinss. 


3) Ilm over Fmaj7; Dm over C-maj'7 

Chord tones in bass; Dm/C. Dm/Et>, and Dm/G examples can be found under “MINOR 7th CHORD" 
in this chapter. Dm/B (B- / b 3 1 will be presented, out will be transposed to Am/Fji. Like the previous structure 
G/F. which was being used as a C-maj7(l 1/9) chord. Am/Fji produces an anuguous function when used as 
a G-maj7(13/l 1/9) chord, forming G minor's complete V9 chord; (D9). 


A-7b5 

$ M 


m 


D- 


9) 


, fan. 
ns— e- 




Am/F I f G- mai 7(13/11/9)) 


■Sn. 
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DOMINANT 7th CHORD 


Available Major. Upper-Structure ; riads ; 

ii \>m *m kv \>\i vi *vn 

Available Minor Upper-Structure Triads : 

i? lire !>nim t>Vm Vm :i i Vim Vim 

*These triads contain the major 7th of the original doin 7 chord and will be supported by altered tensions. 

Tensions it 9 and 1 3 will be avoided in the bass while tension 9 will appear in the "bass. 

Tension 9 in the bass should be used cautiously. 

As mentioned earlier, different inversions containing the \? 9th interval will be examined on dominant chords with 
a V7 function. The following is a list of those structures containing the \> 9th interval and functioning as a “C7“ chord: 

Major: Ei?/Gi> E/G E/Bi? Ffl/C A WG A/C B/B l> 

Minor: D> m/C Di?m/G Gi?in/C Gm/E| A i? m/ G A 1 in/B \? 

Note that only three mat or and three minor structures are used; 


1 ) Major triad over t?3rd; 

eI?/g!? 

E/G 

A/C 

2) Major triad over \? 5th; 

E/Bi? 

F|/C 


3) Major triad over 7th; 

A[?/G 

B/Bl? 


1) Minor triad over 7th; 

Dl?m/'C 

Gm/Fji 

A>m/G 

2) Minor triad over i? 5th; 

Di?m/G 

Gt?m/C 


3) Minor triad over 9th: 

A(?m/B[? 




1) II over 17; D over C7 u ensions not available in bass) 

Chord tones in bass; ; D/C (D7) D/E D/G D/Bl? fB(?maj7i:5) 

Tensions 9, 1 1 1, and 13 appear most commonly on Sub V chords in a dominant capacity. The following examples 
will use these tensions on Y7 chords, producing an interestin': if not unexecuted V7 sound 


a) A/D Fjf/E B/E 


B- 9(111 E7(13/fill/9) Amaj7(13/ #11/9) 



c) D/G B/E A/D 

E-9(ll) A7(13/iill/S; DmajP 



b) G-7{11) D/E C/F 

C7(13/ai/9. FmajS 


; cy 

u ... 

— #S 

i } 



A ri rNl ? 


o 


jJ 


n 




P. Q ■ ij 


d) D-9 A/F C(add9) 

G 7(1 3/? 11/ 9) 


-e- ^ 


— U P 

11 ^ v 


! i 

-H 



u 

Tt - _U 

W 1 S 






GJ 
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2) 1? Ill over 17; Efc» over C7 

Chord tones in bass; Eb/C (C-7) Eb/E 

Tensions in bass; E>/Bb (Ep7) Eb/Ab Eb/Gb (contains b9th interval) 


a) C-9 

Ab/F 

F7(#9) 

i !>©- 

a ~ 

Bbmaj7 

fie- 

Lg 


b) 

=# 

F/Bb 

G- 9(11) 

■ ^ 

GA7TO — 

Eb/E 

C7(#9) 

iS= 

C/F 

Fmaj9 

— H 


=TTO 

I-* U 

O 


•J 

— \/*jr r 

p— o 

— — &0 

— b 

c) ^"9 

zrj ~ 

Ab/Gb 

F7(alt9) 

i [>«- 

= B rH 

Bbmaj9 



! 

d; 

~~jr~ 

D/G 

E--9U1) 

■£§ 

C/F 

A7(bl3/#9) 

H 

E/Fjf 

D(13/U13/9) 

— £-8 

O = 

— — 

S* 

L 

L 


— = 

3 x 1 

„ 


e) F/G Eb/Gb C/F 

G-9C11) C7(#ll/#9) Fmai9 





3) III over 17; E over C7 

Chord tones in bass; E/C (Cmaj7f 5) 

Tensions in bass: E/Db (Db-7) 


E/G E/Bb 

E/Fjj 


a) C/F B/G D/G 

D-9(ll} Gmaj7jt5 C( 13/# 1 1/9) 



b) G-9 




E/G 

C7(bl3/maj7) 


Ifi 




C/F 

Fmaj9 



3^7 


3 



c) C/F 

D-9(ll) 



eJ 


B/F 

G+7(,maj7) 



an 


CsaddC 


. ci 

nO 


d 

, 0-9(11: A/Fr F/G 

F-r7(b9/maj7) Bfmaj9(6) 

— J 



r JTIO b iv 1 

^ — h 

O no - — n 

i 1 ' 


e) G-9 

E/F|i 

C/F 



C7alt5(maj7 ) 

Fmaj9 





£ , Q 

-Afi — 

— n 

(<D ' o 

-!!#£ 

SLG 
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4) pV over 17; G^overC? 


Chord tones in bass; 
Tensions in bass; 


GMC 

Fjj/Gji 


a) Bb/Eb 
C-9C11) 




I 


B/F 

F7b5(b9) 


C/F 

Bb(13/itn/9) 


m 


c) G-7(ll) Gp/G 

C7<#ll/b9) 

^ Mfi 


$ 


-£0- 


i 


XI 


F6(9) 


, ^ 
tm 






Gl>/E fGp-7j 

b) G-7(1X) 

i 


F*r/G 




ii 53 


d) F/G 
G-9(ll) 

S 


I 


f 


XX 


Fjf/E 

C7b5(b9) 


^5 


F6(9) 


rS 


F t /G ^ G/A 

C7(b9/alt5) F(13/#ll/9> 




Mi 




rx: 


5) t VI over 17; AboverC? 

Chord tones in bass; 
Tensions in bass; 


a) F/D 

G-9(ll) 


I 


$ 


XT 


Ai>/E 

C+7($9) 


& 




At/EfEmaj7|5) 


Ab/Db 


C/F 

Fmaj9 

=4£F= 


_nA 


A[>/G 

Ap/Gb (A 1 7) 


Bb/G 

G-7 




a Mg 

C7(b 13/#9 i 


C/F 

Fmaj9 


8 " 

l r*?- 

K=R 

sfl . u 

-TOO — 

U 

O 

1 Vj Y 

~~ O 


c) C/F 

D-9(ll) 


i 


ft 




Et/F 

G+7(P) 

l* 


A-&- 


TT 


G/E 

Cmaj9 






d) C/F 
D-9(ll) 


i 


ej 


H 




eMa^ 

G+7(alt9) 

— ±8= 


D/G 

C(13/#ll/9) 




% 




e) F/G 
G-9GT) 

© 


I 


Ab/Gp 

C7(i9''alt5) 

[>©- 


3e 


C/F 

FmajS 

^4 




i^e- 


XX 


6) VI over 17; A over C / 

Chord tones in bass; 
Tensions in bass: 


a) Bb/C 
G-7(ll) 


i 




ti 


it 


t; 


A/C 

C13(b9) 


e 




A/C 

A/Fj; f F S - 7 j 
Fmaj9/C 


A/G (A7) 

b) Bb/G 


_Q_ 




A/Bb 


A/G 


C/f 



c) C/Ab 


E/F 


D-7b5(ll/9) G13(b9) 


G/Ep 

C-maj9 



1 

4 

i =*b= “ — r 


7* 

■? r-e- - — r® — -1 

V-M ^ 

A 5 :?* • d 


d) G-7G1) 


a bxi 

-P - ■ o 


AT 




A/F£ 

C7b5(13/?9) 


5S 


Fmaj9(6) 


:3fcc 




215 


7) VII over 17 ; 


B over C7 


Chord tones in bass; 
Tensions in bass; 


a) Bb/C 
G-7C11) 


i 


w 




AZ 


B/C 

Omaj7 


: * = eS 


B/C 

B/C- 


C/F 

Fmaj9 


E 




B/E B/G 

B/Gt (G#-7) 

b ) G-9 


7E 


m; 


B/Bl 


B/E Fmaj9 

Cmaj7Cm/K9) 

=3 * 8 H z 






c ) G/E 
E-7 


A[>/E 

Amaj7(£ll/#9) 


D6(9) 


S) Mlm over 17; Dbm over C7 

Chord tones in bass; D[>m/C 

Tensions in bass; Dbm/Gl> 


a) Bb/C 
G-7C11) 


Dtm/C Fmaj7(6) 



='' J » 

-76 

3 Cl 

— ^rrO 

piv 

e ) Eb/F 

E/Fjj 

F/G 

C-7(11J 

F7b5(alt9/ maj7) 

Bl?maj9(6) 

d^uJL - 

qa 

-V© — ^ 



vVB n — — 1 


- 

- — n 



2x0 



d) 

0-7(11) 

F$/F 

G/E 



G7b5(#9/maj7) 

Cmaj9 

-4- 

o 



— 

St jt 1 4 > 

C _ 

0— ~ f 

=^- 

-H 

— — 

e — Lf 


— M- 




Df>m/G 


b) Dm/G 
G-9 


i 


p 


0 G/E A\>/F A/P# 

E-; Amaj 7( jt 9/ alto) Dmaj9 

n I bO’ 


B= 


, bo- 

: E a =FT 


XT 




DkmM (B[»-7t5) 

Dtjm/G 

C7(bl3/b9) 

=tk= 


C/F 

Fmaj9 


m 


~U. 




c) C+7 G|im/F 

D-7b5(bl3/9j G+7(b9) C-maj7{6) 


P 


-*io- 

sfg 


so- 


rry 


iS 


d) F/G 
G-9ai) 

© 


P 


Dbm/Gb 

C7(b9/ alibi 

Pf= 


tP& 


Fmaj9(6) 






9) Mllm over 17; El>m over C7 


Chord tones in bass: 
Tensions in bass: 


Etun/C (C-7M*iJ 
Et>m/D[> (EM7) 


a) Bt-/C 

G-7(ll) 


Ebm/C 
C7b5(#9) 
izo 


FmajS 



Epm/E 
E i> m/A fj 


b) Eb7 


Ebm/E 


E b m/G 
E7(#9) 




' £5 

J 3 Q 



E ! 

^ 


-e- - i 

~Tj 



— — . __y 
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c) 

f) 

F/D 

D-7 

A 

Blm/D 

G 7(511/ 29) 

G/E 

CmajS 

JO 





'I A 



r% 

...TO 

jd 

[5 

p >■ 

O 

J 









o 

20 

'■"X-T 



e) Am/D 
D-9 

r 

Bbm/Ep 

G7(59/alt5) 

Bm/E 

Cmaj9(5ll) 

. ■ r*\ . 

O 

1 Hl jS 

. ..... | 

■£ \ 

FPTS 


ZThrA Lj 



T — rr lj 


d) C-9 A^m/Gp B?maj7 

F7b5(a]t9) 


I bo- be- 


n 

if 

o 

. £~Vmm r - - - 

i ri 


u 

■O' 


T i n 

kH 

M 

_ fm A 

Tfc* 

n i ~>- 


. __j! 

TPA 

-e 



O 

ii 


lt) i Am over 17; Gt>m over C7 

Chord tones in bass; Gpm/C 

a) Bb/C Fgm/C Dm/C 

G-7CL1) C7b5(13/p9) Fo 


(■ 


~r^n 

^rry 

— e- 

ffr * ° 

if 

1,0' 

V', ■ O 

Ji. J* 

,s#. ?. 

ft. ^ 




(Tensions not available in bass) 

Ffim/E (Ff-7) Fjim/G Ghrn/IG 

b) G-7(ll) Ffim/E F-6(9: 
07(13/511/ b9) 


— y — 

— - - 

-a™ 

1 1 . 

{—■ 

T 

«■ dr^JL j 

’T TV 

i 

■ 

f f-T *■ - 

r= 

i ijr 


— vtVi 

' 'i i~v 

T 

k t 

U 


c) Dm/G 
G-9 





Flim/G F(add9) 

07(13/111/ b9) 

— S& — 

> ■ ~ST? 

° TO 


d) C/F Dbm/F C(add9) 

D-9G1) G7(13/#ll/b9) 


-f— fi 

— Af — 

G ^ 

aza ii 

A « 

r 1 [i 

r^r u 

v-y o - 

kid 

— O u 


*Nete the contrary chromatic motion in the above example L ‘b A (2a)(3a)(4d), and above example “c)"; (3a)(4d). 
1 1 ) Vm over 17; Gm over C 7 


Chord lones in bass: Gm/C Gm/E iE-7 A or C9 

Te ns ions m bass; G m/Fji Gm/A t> 


a) B?/E? c.rn/A Brmaji 

0-9(11) F9 


— £ € 

? tF 

! ^ 

/tf 

t Hi 


V i- a n 

i _ „ id . j j 


K 5 Gm/ ■ 

G-7 


Gm/F'‘ 

09(211 


G. _ 

FG3/2H/9 


M 


-*35- 


—~==m 


-fn- 


C) G6(9) 
Em( 1 1 ) 

r -e- 

Km/I E/F? 

A9G1G D( 13/ 2 11/9; 

i? ® 

— 1 

A ^ « : 

F/a K 


AAi 1 ^ n i-o r 
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12) b Vim over 17; Abm over C 7 

Chord tones in bass; 
Tensions in bass; 


Abm/C 

Abm/Di? 


a ) Gm/C Abm/C Ain/D 

G-7(ll) Cmaj7#5(#9) Fmaj7(6) 


m 


Abm/E (Emaj7) 
Abm/Gb (Ab-7) 

Abm/G 

Abm/Bb 

b) G-9 

Abm/E 

C/F 


Cmaj7)t5(if9) 

Fmaj9 


it>e- 

=t?H 

II 


•e- 

c ) Gmt add9 ) A \> m/G 


XE 




ZY 


m 


C/F 

Cmaj7(bl3/ #9) Fmaj9 
i N> 


d) D-7(ll) 


H 


tS 


Xl 


I 


_ H 

H O 


Ebm/F 

G+7(if9/ maj7) 



C6(9) 


jlq_ 


[ME*- 


-e- 


cr 


XE 




■o 


e) GmCll/9) Al>m/Db 


C/D 


I 


C+7(aJt9/maj7) Fmaj9(6) 


f) Gm(add9) Abm/Gb Am/F 
Cm aj 7(it 9/ alto ) Fm aj 7 


t-e- 




m 




& 


ii>e- 


-VA&- 


sxr 


*j ^ pro 

13) Vim over 17; Am over C7 

Chord tones in bass; 
Tensions in bass; 


m 


m 




fo- 


il 




Am/G (A- 7 or C6) 
Am/Db 


a) G-7CL1) 


f 


iLQ- 


Am/G 

C6 


C/F 

Fmaj9 


XX 


ft 


Am/Bb 

Am/F jf (Fjf -7 b 5) 

b) Gm/Ab Em/F 

D-7b5(b 13/11) G13 


Dm/Eb 

Cm( 13/11/9) 


XL 


Jf I o 


ft 


-ee- 




XL 






c) C-7(ll) 


, ?XL 
ItT^I 


Dm/Gb 

F13(b9) 


i 


C/F 

Bb(13/+!ll/9) 

Jl 


s 


dl G-7(ll) 

I 

lLQ_ 


-fLO- 


XE 


2 3 


Am/F | 

C6(b5) 

-e- 


s 


C/F 

Fmaj9 

=§= 


XI 


3E 


DOM 7sus4 CHORD 


Available Upper-Structure Triads : 

bll (b-9 li b 13) IV (IT 13 1) 

1) bll over I7sus4; Db over C7sus4 

Chord tones in bass; Db.'C ( D p rnaj 

a) Bb/C Db/C C6(9) 


dl 


1 


- i. 


b VII (>7 9 11) Ilm (9 11 13. bVIIm ip7 ?9 11, 
(Tensions not available in bass) 

Db/Bb (Bb-7t Db/G (contains b 9th interval ) 



b) Am/F 
D-9 


=j=4f 

m ! 


Ab/F C(add9) 

G7sus4(b 1 3/ b 9 ^ 

■ th& 


XL 


XT 




I 


c) Dm/G Db/G C/F 

G-9 C7sus4(b 13/ b9) FmajS 

=- 5 . 


-R- 


*Note parallel cliromatic motion 
in above example “b." (2d) (3d). 




-e- 


D 
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2 ) 


IV over I7sns4; 


F over C7sus4 


Chord rones In bass: F/G F/Bb 

Tensions in bass: F/D (D-7) F/Dt (Dtmaj7§5) 


a) Bb/G 

G-7 

a PXL 

F/G 

C13sus4 

44 

C/F 

Fmaj9 

ro ^ n 



I . 

T j- ^ 

V> ; » L - 



Li 


cj 


b) Am/D C/F G/E 

D-S Gl3sns4 Cmaj3 



c Cm(ll) Bb/G p/Q 

F9sus 4(13) Bf>maj9(6) 


43r 

P_CL 

-a- 

V 7 


— & n 



rv tj 

Jg, 


1 ! 





d) C/F C/At D/G 

D- 9(11} G13sus4(b9l C( 13/211/9) 


- L- 

£ ■ 

- 0 

FT 

11 


I . 

_ . i- 



If--, ■ 


> c 

a 

1 

Xy . .■ 

r ^ 







3 ; p VII over I7sus4 : B b over C7sus4 

Chord rones in bass: Bp/C. Bl?/G fG-7) 

Tensions in bass; Bb/Ab (Bp 7) 


a) G/C 

A- 9(11) 
_fl 

C/D 

D9sus4 

D/G 

Gmaj9 

b) F/Bb 

G- 9(1H 

c> a 

Bt/G 

C9sus4 

OCL 

A/F 

Fmai7£5 

-0- 

C/F 
b majS 

o 

y n 

t) 

n 

j? ^ 

P 

ifT — — 

■ ? 1 


ts 

v' f i 

op tnn 

fcJ 



stv — 

(*•- H 

^ 

, _ 1 1 


0. — . 


■ ■■ H 

e' •&- 

L> 


Vii' 



Li * L. 


c) D/G G/F A/F±t 

E- 9(11 : A9sus4(b 13 ; Dmaj9 



t \ pu O 

■0 


L >K ji 

ld c 

_/■ 

e - S T 

:o 

t ?. 




• f ^ TTT 00 

_Q 




4} Ilm over I/sus4, Dm over C7sus4 (Tensions not available in bass i 

Cnord tones in bass: Dm/C iE-7 1 Um/G Dm/i>p (Bpmaj 


a) Bs/C 
0-7(11 

f * 

Dm/C C6( D ’ 

C 9sus4t 13 i F maj TIG 1 

— Q tv — 

.41 

bt Bb6(9; 

G-7': . 
-e- 

XT _ 

I— - 

Dni/G 

C9sus4(13i 

.ft 

C/F 

Fmaji 

($£ 

Jr 


' v 7- -' ' IS 

H — h — ~ 

1 — \ 

m R — 

f t 

rr~ 

- 

fj ^ 

c) G7sus4 

D- 7(11 ■ 

*3- 

A m/1 

G9sns4( 1 3 ) 

& 

g 

G/E 
Cmaj 9 

c 





5) t>VIIm over I7sus4; Bbm over C7sus4 

Chord tones in bass; m/C Bpm/G (G-?i>5) 

Tensions in bass; Bbrrs/Ap (Bp -7 or Dt>6) 


a) D/E 

B-7(ll) 
fj jt 0 

Dm/E 

E7sus4(b9) 

E/Cjt 

Amaj9 

U *f H 


T5 

va va — — 

id t . 




— e — L 


b) G- 7(11) 


9=^ 


Bbm/G 

C7sus4(b9) 

b-Q. 

— T§ 


Frnai/ 


a 


J r— e 




n) 


jx 


c) G(add9) Gm/F C#7sus4 

E-7(ll) A7sus4(b 13/ b9) Dmaj7(#H/6) 

/S fi-s 



o 

Ho 


r - 1 | 


FTFf 


! 



Sir C 


V - Ll 

.. £JJ 

1 1 

J 




TRIADS over TENSIONS 

An additional approach to the use of triad-over-bass structures as “upper-structure triads” would be to consider the 
triad to be the root or original chord with tensions placed in the bass. This approach will be applied to dominant type 
chords only since it has very limited use on other chord types. 

The following structures will receive II-VT examples. They are presented here as substitute structures for a C7 
chord; 

(Major)’ C/D]> = C7(1>9) C/D = C9 C7El> =C7(Jf9) CZFf=C7(#lIJ C/Ab = C7(b 13) {Abmaj7#5} 
(Minor ) ; Cm/Bb = C7(alt9) Cm/E = C7(#9) Cm/Ffl = C7(ff ll/ft9) Cm/Ab = C7fi> 13/}f9) {Abmaj7} 

^Tension H9 will be temporarily allowed on the 5th string for the C/Ep structure. 


I ) Major triad ever b9; 


2) Major triad over 9; 




Bb/G 

C-9(ll) 

t to. 


F/Gp C/F 
F7(?9j Bb6(±fll/9 
~g ~ — to . 


to- 


TL 


E?/F 

C-7(ll 




F/G D7sus4 
pq Bpmaj9(6) 



4) Major triad over #11; 


5) Major triad over a ! 3; 


3) Major triad over #9; 


Bb/G? F/A? Bam/G 
C-7b5(ll/9j F7(K9) 
p l 1 JQ - __kc 



t: 

” t.. 

? r . ■ 

f/T-, a,-- '} ; 


V- V' 

6 1 

fj 



6) Minor triad over b9: 


Dm/G C/Gp G/F 
G-9 C7(#'ll) F( 13/ it 11/9.) 


jj 

¥ 

d - CO CO 


4 W -H pi 1 

„ c r> p -■ r 

It 


V 


& 

j 


7) Minor triad over major 3rd; 


G/E A/F Citm/F£ 
E-7 A7(bl3) Dmaj9(itllj 


ft 

O' 

^ Ho 


■V* 



n 

31 


j ji t. ; ■ I. * 

h 

jf/h 



~v 

, j 

O" - 

—^4 

[ 




8) Minor triad over MB 


Eb/F Fm/Gp F/G 
C-7(ll)F7(alt9) B?maj9(6) 


r t£ dux 

“ 

il 

.. T_ ■" r. 

! Cl 

O ) 


ri j*— V 

Ffl 

VM/ _EI 

TT-ltA-- 

fj 


9) Minor triad over b!3: 


G-7(ll) Cm/E 

C/F 

C7(|t9) 

fi o Ip . 

Fmaj9 

o 

_ . . L - J , 7T7 

— ofi — n 

hf&T — to 

— p 

•J a =° 

... 1! 


G-7f 11 ) Cm/E' C/F 
C7(>ll/tt9) Fmaj9 


. ■/- 

„ o 

jg-O — ■ 

zzig afbz^rn 

v r‘ 1 

v V 


tm n 


6P 


G6(9) Ant/F A/FS 
E - 7( 1 1 ) A7( b 1 3/4 9 ) Dm aj 9 


A 





i-- 

to 

ITT' 7] 



Ci 

o 

TtO 





^ r- 

^ j 

K|__- 

Tt 

-H 
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TRIADS over BASS ARPEGGIOS 


The following exercises can help establish the “dual 7 ' harmonic sound inherent in upper-structure triads over basic 
7th chords, which can be hard to establish with just one four-note structure. By assigning different chord tones of 
abasic 7th chord under a single upper-structure triad, the complete 7th chord can be “heard 177 along with the complete 
upper-structure triad. Moreover, by alternating between the bass and triad while ascending through the different 
structures in tempo, the basic 7th chord can be heard independently of the upper-structure triad. 

Those structures that can form consecutive thirds or fourths m the bass, which in turn forces inversions on the upper- 
structure triad, work best in these exercises. 


The following structures have been transposed to more comfortably “fit 77 on the middle four strings. 


1 ) C over Bbmaj7; 
C/Bb C/D 


I 


± 


C/F 


C/A 


7 T 


r 


3j Bp over C-7; 

Bb/C Bb/Ep 


I 


Bb/G 


kJ. 


- 4 — ;| 3 t- 


■d— $3 




r 


9&- 


5) Dm over C-maj7; 
Dm/C i Dm/Eb 




$ 


Dm/G 
_> 


Dm/B 


r 




7) Db over C-7b5; 
Db/C i Db/Eb 




I m 






Db/Gb, Db { Bp A 

i H 1 k = 




-9&- 




9) Bb m over C-7b5: 


Bp m/C 


Be> m/E? 






Bp iiv G? 
i * 


r 




9&~ 


2) Bm over Cmaj7; 

Bm/C , Bm/E 

— i * ' 


I 




Bm/G 
_Ju_ 


■ki 


3SE 


4) Dm over C-7; 

Dm/C t Dm/Eb 

A 


Dm/G 




& 


-fcr 


-tfd- 


Dm/Bb j 

i 4 








6) Bb over C-7b 5; 

Bb/C i Bb/Eb 


I 


$ 




i 


Bb/Gb 






r 




S) Gb over C-7? 5, (Gb /Ab ); 
Gb/C i Gb/Eb 








4 Ji 


T 

i 

Gb/Ab , 

i k 


a 


7S 


!7 t ? 


ffgr 


H^S- 


DOMINA N T CHORDS 



3) D over Bb7, (D over b(b5}); 


D/Bp 

_fi 

D/E D/A? 

> .. i jrb«- 

y a ^ 

f ^ 

^ % n 




Ipfe »- jj7' j 

_ u 

77 i 




— n 

©i U 

7. Xj- 

r ' 

1 


21 Eb over C7. (Eb over C+); 
Eb/C Eb/E 

£ 


W 


i 


nr 




Eb/Ab 

\ 






St- 

I 

i 


4) F# over C7; 
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5) F over A7 09), (F over C# °7); 
F/C# F/E i F/G 

* 1 1 V 

. ^4 — -a d ♦ — 

F/B» 

t l ,i f 

At. ETC 


V 

& J 



— & — 

7* 


— r — 


1 ] 

i 


7) Ebm over C7; 


Ebm/C 

il 

Ebm/E 

1 

Ebm/ G i 



$ 





(fa 






9 & 






— - j- 


^ 

[ r 


9) Gm over C7, (Gra over C+); 



6) A over Bb7; 

A/Bb A/D 



8) Fm over B7: 


Fm/B 

Fm/E? 

| Fm/Fjf 

\ i— W- 

rm/i i 

i 

ij— n 


— i — o- 

i . - 1 * 

S f g 1 



— 9^ — 

f 

^r-CiL 

i . 

u 


T 


10) tm over A7(b9), (Fm overCS°7); 

Fm/Cj Fm/E | Pm/G, I Fm/Bb , 

— A v J-4 H^lA t 


Xjmz 


f 




HZ 




i he following exercise uses the triad as the root or original chord while tensions are used in the bass. Note the tensions 
form their own lower- structure triad. 


The following structures are functioning as “C” dominant voicings; (Cm over D[>m) = C7(t> 13/alt9) 



Hybrid chords and upper-structure triads present a unique “marriage” between diatonic and symmetrical harmonic 
approaches. These structures can produce various symmetrical harmonies and line-patterns that have little regard 
for diatonic functions and rules, or-they can enhance a functional chord progression without compromising its 
diatonic integrity. The following examples will present some different ideas that will incorporate one or both of these 
approaches through the use of triad-over-bass structures. 


PEDALS 


While either the bass or the triad sustains, me other can move symmetrically or oiatonically. The following examples 
will present symmetrical triadic motion while the bass sustains. 

3 ) Triads move in minor thirds; 


Ci/ F' 

Bb 

/Ffi 

G/Ffi 

brs 

-r8 — 

E/Fi 
bffR - 

r“t> 

Ci/im 

Bp/Fi 

\>£L 

^ Q 

G/Ff 

1 — fcr — 

E/Fjt 



mm 

— -t — itrk-t tl 



i'i 

— 



zr £e 

1,13 

iUJ— 

E — rrfc? 

jtrr 

.att* 3 — t 


2) t riads move in whole-steps; 


E/Eb 

"Tf T ; — O 

D/Eb 

C/Eb 

: K - 

Bb/Eb 

Kg 

E/Eb 

■J3TJ 

1" . 1 ! flL. 

D/Eb 

— 

C/Eb 

crip 

1 £ 'J 

Bb/Eb 

i " ' ii 

— 1 

1 £ 1 

£-e — — 



— 


i tr 

90 

b-e — 

yb— — — rj 

■ — bM3 u 
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3)Triads move in major thirds; 


i 


Bb/C 




Gb/C 


D/C 


Bb/E 




HSO- 




Gb/E 

] 

dLO 




D/E 

4%= 


Bb/Ab 

| 

t?_Q_ 




Gb/Ab 


D/Ab 




BE 


XX 


mr 


it 




XT 




X-G-- 


-e- 


4) Triads move chromatically; 

At/E G/E Fit/E F/E 


~P m 

a 

8 



=fePS= 

— ii 

Gp go 

e 

trg 1 5 

— e 

^qO 

e< — — 

— -i 


5) Triads move in “cycle-four”: 


F/E 

A n 

Bb/E 

Eb/E 

1 O 

Ab/E 
i b-e- 

Db/E 

Gb/E 

i bo 

B/E 


— F e 


! flCl 

i o 


' "1 A 


If 

— rr 

^ >-£ 


' o 

: V G- 

rtr . K 

W K 

Li 

Tfe rf 


1/ • 


T7“Tj 

V TV 


11 

o 

o 

frO 



£-&— 



- 

0 


The following examples present symmetrical bass motion while the triad sustains. Although the triad remains the 
same, different inversions will be used for harmonic variety and motion. 


1) Bass moves in minor thirds; 



C/B C/D C/F C/Ab 

‘r O TT 


t p p rix 


o n n ; 

JA 

& D Q. tZJLS 

^ o 

el 4 ° 


2) Bass moves in whole-steps: 


C/F C/E? C/Db C/B 



C/A 

#E 


CHB- 


3) Bass moves in major thirds; 


Ab/Bc 

A 

Ab/D 

Ab/Gb 

l >6- 

Ab/Bb 

ibS 



. b ■ ; > 


foi SI 

if 


■ i L d 

_ ■■ £1 

n rii 


: i oil 

f.J 'h 

r> 


j| 

Wo = 

-fi 





4) Bass moves chromatically; 


E/C 

A 

E/C# 

E/D 

po 

E/Ds 

E/D# 

, po 

E/D 

E/C# 

E/C 

-Jt 

— rs — 

. i r? 

LG 

GTT 

u 


W] 



© 


1 — e 

-rF 

3W 

... i 

vy so 

> o 






■ j+r> 




u 

pm 

4 V-- 

p O 

P -6- 

la ■©- 
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5) Bass moves in “cycle-four”; 


C/P C/Bu C/Eb C/Ai> C/Db C/G? C/B 


I 






a 


TO 7 








it 


^0r 


"S' 

TT 


zz: 


■SO- 




DIATONIC MOTION 

The following examples will present diatonic tr^dic motion while the bass sustains. If a diatonic bass note is chosen, 
it will usually reappear in one of these basic progression’s triads, producing a doubled note or an octave For this 
reason, at least two examples for each progression will be presented; one containing a diatonic bass note and one 
containing a non- diatonic bass note. 


1 ) Triadic progression; I - TV - V - I 



A/F E/F1J 
* IS— n 


2) Triadic progression; I - II - III - IV 



Em/Db 

C/C Dm/C Em/C F/C C/Db Dm/Db F/Db 



C/F Dm/F Em/F F/F 

1 g 8 -0- ^ 


J L 


E 


XT 


XT 


XT 


C/Ab Dm/A Em/Al, <VA 


ir mi 


nrr 




3) Triadic progression; TV - 1 


Bbm/D F/D 


Bluti/Gp 


Bbm/F Am/F 



The following examples present diatonic bass motion while the triad sustains. 
1) Bass progression; 1 - IV - V 


A/C A/F A/G A/F D/C B/F D/G D/F Ab/C Ab/F Ab/G Ab/F CfaddSi 




“ — i vji u , r i n, 

-££ -*£_.=gg_- = pi^ = z: 

ll>& 

1 i *0" 

! ~ - tij4- 

— S n 

~W~ro — b 

j o k 

-8- 

m ■ 

5J 

'Ll 

0 1 

,L 

2) Bass progression; I - VI - II - V 

Db/D Db/B Db/E D?/A C/D 

C/B 

C/E C/A 





" — n — 





Twhlix — ,, [ mp- — can — 

- _W _a 0 _ 0 

=& 

TT 

-e-~ ^ l! 
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CONTRARY MOTION 


Different symmetrical and diatonic patterns can be introduced to both the upper-structure triads and oass at the same 
time. Obviously this can produce many different combinations of which some will be presented nere. Some of the 
most successful patterns will produce contrary motion between the bass and the triads. 


The following examples will combine different symmetrical Datterns. 


. Lomrarv c aromatic motion: 


Ap ,/D> 


A/C 


Bb/B 




B/Bv C/A 

— h- 


#j Tm 




inr 


cner 


2 i Contrary whole-step motion: 

In example "ax the roots of the triads ascend while the actual voicings (different inversions) descend. Use of 
different inversions are required to physically stay on the middle four strings. In example u bC the triads ascend using 
me same inversion while the pass descends requiring the use of the 6ih string on the Iasi two voicines. 


C/P 


m 


D/E 

So 


E/Cs 


F4/B 


51 


XT 




3 




3) Contrary minor-third motion; 


b) C/E 

>i 

Ez 


D/Er 


E/C; 


F;/B 








f 




TTT 




Jn 


■fre- 


frs- 


Ab/Bu 


F/Db 
— e — 




ffi 


D/E 

3fe= 


B/G 


% 


■^cr 


PU' 


7TTT 




4} Contrary fifth motion; ( triads move in cycle-four while bass moves in cycle-five) 

T’i ' A m. ; . r T- 

. Lt7 / 2L 


A? ft 


'-'•l i _T ' 



5; Triads move in 'cycle- lour while bass ascends chromatically; (this example combines neb or me preview 
symmetrical examples) 

G/ C C/Bi F/B B? /Ei> Eb /E Ab /F 

l tNB- 


* 






XE 




TtT 


TU 




-£0 


XT 


The following examples will combine different diatom; patterns. 
1 ) Bass moves i - IV - V - i while triads move V - 1 - TV - V ; 


ttwr- 

id t? /E? 

Eb/F 

F/Bf- 

ft 



1 q 

-W- 

i. 1 

ji „ 

1 ft 

TTT- 

A - , 


4t;-— £- 


-WO 
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2) Triads move I - TV - V - 1 while the bass uses three different progressions in three different keys' 

a) I - II- III - IV in “C’\ b) I - VI - II - V in “A[>”, and c) I - J? VII - [, VI - V in “F\ 


a) G/C C/D 

D/E 

G/F 

-6 

fifc U 

— 

CL 



n~~ 

~~8~ ^ 


— -& 

UJLA. L 


b) G/Ab C/F D/Bb G/Eb 


A 




-t-e- 


EF 


feS 


XL 




3X 


¥S=- 


-a-e> 


c) G/F C/Eb B/Db G/C 






3) The following examples mix symmetrical and diatonic patterns. In example “a.” the bass moves chromatically 
while the triads move I - IV - V - 1. In exar pie “b ” the bass moves in minor thirds while the triads move I - V - 
IV v - 1. In example c, the bass moves diatonically ( V - IV - III - II - 1 ) while the triads move in minor thirds. 



i 

*) 


C/A 

ML 


G/F> 

Ct 


F/Eb 
-to — 


G/ 


C/A 


:) B/A Ab/G F/Fif 


D/E 


B/D 


A ^ 






i i>e- 




m — jt 




■9«- 




7TA 


To’., cr 


XT' 








XI 










4) The following example uses no particular patterns, but concentrates instead on contrary' motion between triad 
roots and bass; 


C/F D/Eb Fit/D G/C A/B Bb/A G/C F/D E/F C/A? 


D/G 



As has been stated and in many cases presented, established harmonic rules, (i.e.i>9th intervals and L.I.L.), can often 
be relaxed when using tri ad-over-bass structures. This is especially evident in dominant functions where any note 
can be ‘-justified." In fact, all but four ( b9 - V 9 - #9, 3 - 4, and 55 - 6 1 of the twelve possible hair-steps nave been 
used in a dominant function. The following examples will attempt to use these remaining four half-steps in a 
dominant capacity. Verbal justification will be given to each half-step, but the contrary cnromatic motion used to 
resolve each one is perhaps the best justification. 

1 j b 9 and natural 9 might be available together because they are the 5m and 1? 13m respectively on their Sub \ ' chord, 

A F5 Bm/F ffi/E E/D 




ft brR ',"R - - , 


Jj 

n " ' — r~i 

Ej — — vt ■' v J l 

•} 0 -so _ - 

ta "T 

cr a 
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2) Natural 9 with $9 might be available because of the ‘‘Blues’' sound they possess together. 


A/Ft: Cm B/G E/Fjt 

Dmaj9 E9(49/i?5) A7Q3/U1/9) DC13/U1X/9) 



3) 1 5 with 6(13) might be available because they are 9 and |9 respectively on their Sub V chord. 



F/D 

D-7 



a/ds 

G+7(13/m/9) 

Ak/E 

C-7(#9) 

1 

C/F 

Fmaf9 

1 _ 

tr 


j+t; " — ” 


zrn 1 


o 



i H 


il 


\J ■ o 



O 

2X5 

S-0 

fV- j 


4) The 3rd and 4th are available together because the 4th is simply tension 1 1 on a dom7 chord. They are also 7 
and natural 7 respectively on their Sub V chord; (natural 7 on a dominant chord was introduced earlier). The 3rd with 
the 4th on a dom7 chord is not an uncommon sound in today’s “jazz” or “pop” idioms. 


G-7(ll i 

fl O 

Db/E 

C7(kl3/b9/add4) 

1 ri 

C/F 

Fmaj9 

1 J U 

h 

o 


1 T*’** 

£1 : 


^ o 

to 




DOUBLINGS 


In some situations the doubling of a note an octave higher might be necessary to continue the desired chordal or voice- 
leading ideas. Chromatic motion and “pedals” can often produce the need for doublings. 

1) The following example contains doublings in order to continue the desired chordal ideas over a bass pedal: 


Gmaj7/D Db/D 
GmajT E13G9 

C/D 
A-7(l 1 . 

B/D 

I > 1 3 .. 

Bni/D 

Gnia.4 

Bb/D 

E7?5(b9.i 

C/D 

A- 7 (11) 

Bb/D 

L>-r7(id& j 

A/D 

G6:?ll/G 


FT 


K n 

n 

n 

i 


j . ~ ~T 

ft o ! ^ u 

tl 



T H 

n 



I. i, 1 

tM £3 i n 

a 

Ll 


l2 Vi 




IT . 

O ETC X 

u 

o 

ff cii 

#« 

— -u — 

Vi 

a - 

— i 

L> 

O 


2) The following example contains doublings in order to continue the chord pattern; 


D/E Bb/E C$/D A/C: C/D Ak/C D/B Gm/C F=m/D 

B-7(ll) E7k5(k9) E13(k9j A7 A-7(U) D7h5{99) Gmai9 CS Dmaj7 



3) In the following II - V - 1 example, the comrarv chromatic motion 

dictates the need for a doubling on the V chord; A/B Bbm A6(9) 


B-9CL1) E7b6(13/b9l 


=£• ' ... 

^8 

Fr&e*-* 

-3 

rr 

*- } IT 

— — D 

a u- 

__ fl 
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REHARMONIZATION 


Some of the most interesting and useful applications of upper- structure triads and hybrid chords is in reharmonizing 
or substituting a basic chord progression with them. It is equally interesting and challenging to analyze a piece of 
music which contains many triad-over-bass structures and determine if there is a more basic harmonic progression 
hidden beneath. 

1) The following triad-over-bass progression is a reharmonization or substitution for the basic chord progression 
immediately following it. Could you have realized the basic progression if presented with the tri ad-over-bass 
progression only ? 


D/G Db/E C/D B/C D/B Bb/B G/C B/D 


: t 


^ 

? zq 

r2zr~_ 


i* — 


ST 1 


1 

i 


■ ■ (S'- - 1 ; 


- 1 

1 ■ 






i— 1 I -=i 



C/F Cit/B D/E G/Eb E7sus4 E/F E-7i*5 Bb/F:f D/G 



Jr * 

f2_ ^ tic- h 


3?— ' 

& 

AiV . 




. p£®? - - u 


5 — 




. . --- : , _ v. 


H H 




Basic (hidden) progression of above 

example; 


I Gmaj7 

E7 \ 

A- 7 

D7 i B-7 E7 1 A- 7 

D7 l 

! D-7 

G7 1 

Cmaj7 

F7 1 B-7 E7 f A-7 

D7 1 Gmaj7 1 


*The above basic progression is the “A” section in “Rhythm Changes.’ 7 


2) The following example is another triad-over-bass reharmonnaiion of “Rhythm Changes" in the key of “DC 
This example takes more liberties by introducing the natural 7th on two dominant chords. Also note the 
“constant-structure' 7 motion in the mrniirour,. ’ 


A/D Bb/F+i D/G Ejj/E E/D G/E? D/E B?m/Et> 


fl--- k 



hi 

^ L , 

m 

^ 

i 

L 

, 

GF | 

i — | 

■ fry ' 

r- 

& — ^ 1 

j 


D9CL3) 

Bm/D? 

G/E 

nim > 

E/F? 

F/G G/A 

Ab/Bb 

A/B 


,* i 

“ 



... ^ 


42- 

^5^ 

jtQ- 

J 

1 m 

^ : — : 

1 — — “ — — [4 — — [- 1 


3) The following example is a minor \ - VI - II - V cadence in the key of “E minor." 

F#-7l,5 B7 Em C#7 Fjf-7b5_ _ _ R7 Em 

Eb7(f9) Ffr-7#5(9) 

Am/Fif G/E Bin/ D# B/D Em/C# Em/FA/F Am/Fil D/Eb B/D E-6(9) 


=6= 










— 






-J 


J il.'z. 


QL) 


itm xm 
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4) The following is an example of "constant-structure” motion through the use of triad-over-bass structures. 


A/B 

(B-7) 


C/D 

(E7) 


E/F£ 
(Amaj? ) 


D/E 

(F#7) 


A/D 

(B-7) 


C/F 

(E7) 


B/E 

(Amaj 7) 



Continued interest in hybrid chords and upper-structure triads should include, and almost demands, examination of 
additional string sets and widths as well as augmented and diminished triads over various bass notes. Even the middle 
four strings lend themselves to further examination of triads pius an unrelated note. This chapter has dealt only with 
triads over an unrelated note. The unrelated note could be located on the 2nd string (lead note over triad), or on the 
3rd or 4th strings (open triads with an unrelated note in the middle). 

The following “standard" tune has been harmonized with triad-over -bass structures. Included are examples of a 
diminished and an augmented triad over a bass note. The original chords appear above the triad-over-bass structures 
in bold type. 

E-7^5 A 7 = C-7 F7 

D/Bb 


FS/G 






Fit/E 
— — 


Bb/Eb 






I 


D/Eb 

— 


& 


F-7 

Eb /F 


Bt»7 

Gb/D 


Esvniaj7 

Bb/E o Eb/F 


A l? 7 .. . _ _ 

Bb/Gb (N.C.) 


-9 g * — .. 

. a 

^ 

«. 


. V J?L & 

£?- 

Ms : V ± 1 

H 



— h ! I — 1 


vh* 

^ B^ma}7 E-7[>5 

; A7 

D-7 

' [ r 

Bp -7 Ep7__ 



i 


F/Bb 

3-iS-' 


8 


Am/B? 

- i, 


F#/G 


at 



C/D Ab/Db F/Db 


i - 




Fmaj7 

C/F 


E-7l>5 A 7 A-7j,5 

F/Db G/Eb 




IjCPC 


^ — e- 


D7 - - 

GifFAIF Bb/Gb 


pa* 




G7 _ 
A?m/P 


Bnn/E? 


471? 


m D 


CT I 1 


C-7 _ 
Bb/C 


Bb/E; 


Dm/G 




f- IE 

m 

; — , ■ ' 

& ~i 

■ 

& 

! 1 

J 







k X 

^ £ 

J—\ 

i 





eJ At>7 


B?/Gb 


A>/Gb 


Bt>maj7 

Fm/D Esm/C BumaiT C/D 



Fi/ie 
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Chapter Twenty-Eight. 

Song Examples 

By exploring different songs, a variety of chord progressions are made available to the many voicings introduced 
in this text. Different songs will also afford various applications of the voicing techniques introduced including 
modal harmonies, triad-over-bass structures, approach chord voicings, and constant- structure motion. Each sons 
will afford a variety of tempos with individual skills dictating what is "comfortable.” Those songs containing many 
different approach voicings might demand quicker tempos allowing for a smoother and faster resolution of their 
chordal dissonance. 

The following song examples will include ‘"standard” jazz and pop tunes, “modern” jazz compositions, modal tunes, 
btues. “rhythm changes,” and originals. Some of the examples can be played with the melodies of those songs and 
will be noted as such. Some examples also contain various rhythms to enhance the voicings. Additional rhythm 
applications and suggestions that could be applied to these songs are contained in the following chapter appropriately 
entitled Rhythm. Each song example will state the original basic chord progression in bold symbols over the top 
of each stave. A harmonized voice-lead rendition of these original chords will appear immediately below. 



Song Example - #1 

- 



(A majority of these voicings will work with the melody) 

v ' - 

Fmaj7 

A7 

Bb ma|7, 

D7 


Fmaj9 

A7(ft9/§5) A709) 

Bpmaj7?5 

D7fb9) 



r- 

-mfT-— 

" 

if .-i- 

TST . . 

V ‘ 

G-7 

1 i 

D7 

G7 



i — 

t 1 

C7_ 

G-7 

D+7 D7b> 5(b 9) 

G9 G7#5(b9) 

C9 

i 

to . 

— n — 


g?’ 

— \ - .—X 

j 

A-7 

; — 

A\> °7 

i ■ = 

G-7 

C7 


A-7(ll) 

T&- 

Ab“7 

G-9 

07(13/9) C7(#9/ fto) 





Sc 

■e- 




..to * 



i 

— . — , — 


i 


A-7. Ab°7 G-7 C7 

A- 7 At> 7 G-7 Db6(9) C9sus4 C7(s9/ 


-j— i 



, « — ; — j L — j 

- - ^ „ . Ti 

-to - : 


— liiZ 1 

^ 

m — p 

: 1 d 


I 1 __ 


— . — — — y 


Fmaj7 A7 Bb>maj7 D7 

Fmaj7 A725< =9 A7(b9) Bcmaj9b5 D7(b9' D7i:5(b9j 






&S 





[)£*. 

“ i 

; "* ; — : — — f J 

«J 

E 

1 


““1 
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w 

G -7 

G -9 

07 

D 7 it 5 (b 9 ) 

D 71 ? 5 (if 9 j 

G 7 

G 9 ( 13 ) 

G 7 b 5 (b 9 ) 

C 7 

CS 

Gb -7 



h-®-- 


5 -^-' 

ke^ 

J??' 

P Jg 3 - 


M 


C-7 F7 Bt> maj7. B°7 

C-7U1/9) F9S5 F7£5 Bb6(9) B-7b5(ll) B"7 


— H ^ 

— - -0- 


P 5 — 

^ V 1 

^ST- 

— : — 

t. 




(F- 




“T^rr 



1 


* 


Fniai? 

F/C" 




G-7 

Bb/C 


07 _ _ 


Fmai7_ . 
Fmaj7/C 


G-7 C7 Fmaj? 

C7sus4 F£7 Fmaj7(9/6) 


zi 


-g~ 


4^- 


CL 


1 S=-. 


Fine 
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Song Example - #2 

(A majority of these voicings will work with the melody) 


Bbmaj7_ _ C-7 I>-7 Dj7°7 C-7 F7 _ D7_ _ 

B?maj9 Eb6(9) D-9 Eb7 C-9 BS BbmajS D7(#9) 

Cm(addll) Db“ 7(9 ) F7(alt6) 

H ^ — ! L _ 


If r ^ 

# — — 

=P 


& — — — ^ — 

r 

— o — — " . - — - 



i . 

i 



Gm Gm(maj7) — Gm7 — G7 C-7 F7 B|>maj7 _Bb7_ _ 

Gm(addll) D7 G7sus4 G13b5 C-7U1) F13b5 Bbmaj7 Ab/B? 

G-maj7(ll/9) Db7(}(9) B7(#9) Bb9sus4 

h P- — ! aa ! 



g> 



v — ■ 

fez? 

i 

— m-& 

’ j®- 





gp 

5 

1 

M 

■ 

i i — 

1 — ~ 

— \ 




Jj 


Ekmaj7_ _ Al>7 B^maj7„ Bl>7 E[>niaj7_ A[>7_ 

Bb/Eb Ab9 Bb6(9) Bb 7#5(#9) Ebmaj7 Abl3 



T-&- 
7 — ” 




E-7|>5 A7 

E-7b5(bl3) A7(b9) 
Bb 6(9) G-6(9) 



D-7 Db? C7sus4_ C7 

Dm(ll) Db 7(13/^11/ 9) C13sus4 C13b5 
F6(9) Bmaj7#5 G-9 Gb 7(#9) 




JS. 


& 


$ 


E 






Bbmaj7_ _ C-7 
Bb 6(9) C-9 


D-7_ _ Dt>°7 

Dm(ll) C 13(39) 

Db 7(bl3/9) 


C-7 F7_ . 

Eb/F P9ij5 

C-7(ll) 



I •& 

JS21 


f 




£L 


1 




B!>maj7 

Bbmaj7 BbG(9) 


F7sus4 F7 

P9sus4 F13(b9) 

_ Ve2 . 


Bt.ma.j7 D7 

Bcmaj7(9/6) D7b5(b9) 

a ^ 


Gm _ _ Gm(maj7)„_ Gm7 G7 C-7 F7 F-7 Bj-7_ 

G-(9) G-maj7(9) G-7(9) G7(alt9) C-7(ll) F7b5(b9) F-9 Bb7S5(b9.j 

Ab-6(9) 



Bbmaj7_ — C-7_ F7_ , B^maj7_ 

Bi>maj7 Bi>maj9 F7sus4 F7 Bb(add9) BcmajS 



C-7 — F7 Bi?maj7 

Gin'C B/Cj- Bb($ll/9) 

C-9 F7(b9/alt5) D-9 


-f 'P' lj 

J LI 1 

| -_J . 1, 

z 

p==i 

1 

^ a 

Fine 
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Song Example - #3 

The following example is a "minor bines.” Tne nature of this "stagnant'' or sustaining harmony lends itself well to 
modal voicings and various approach techniques. Note the constant fourth structure being moved chromatically in 
the first five measures. 
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Song Example - #4 

The following example makes liberal use of dominant approach techniques in reharmonizing the basic progression 
i ms allows for a colorful dominant cycle-five approach to each chord, enhancing the “predictable’ ’"diatonic 
progression. It is not uncommon in “jazz” to make the II-7 or 11-71,5 chord a dominant chord; 117 S“v 7 of V) 

Note the \> 9 th interval in the tenth measure of section “A,” (Et/F# ) which resolves in mm™™ *■ m 
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Song Example - #5 

Tins next example is an original composition. The original chords and melody will be given first followed bv a 
harmonized rendition that can be performed with the original melody or chords. 

The basic chord progression on this piece is much more progressive and “modern” sounding than the basic chord 

ssssra"* be taken ,o “ s 


E-7b5 


“SOMEONE WHO LISTENS” © 1974 Bret Willmott 
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e l ct 


4 



& — 


WffE L 





-jS^- — 






B-7b5 


Abmaj7 A-7 


E-7 





Fine 




235 


The following example is a harmonized rendition of the above original composition: 



G ' 7b5 n n vL G a mai7b5 Fmaj7 * 5 Fmaj7(6)Dbmaj7b5 Dbmaj7b5 


G-Yb 5(9) 


Fmaj7(9/6)D-9 



Dbmaj9b5 
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* 


d/e e/a 
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a- 
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(Db 1yd) 



D/E F/Db 

(Bb 1yd A7(#9/ itS) 
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Song Example - #6 

This next example is a popular jazz form refer 

in mcasures7 r: (h!^h ^ 2 i ut;st:enomg Douom V0Ices LI ^er a sustaining ieaa voice 

m mens mes through 12 in the A section. The top two voices in measures 1 and 2 of the “B” section move in 

con raiy chiomatic motion while measures 3 and 4 move in opposite contrary chromatic motion. Note the use of 
of r !nf a PP, r0aC | CK E Sin measures 5 and 6 of the “B" section. Finally, note the top voice in the first two measures 
ol section C spells a Db maj7 chord, while m measures 3 and 4 the top voice spells a Cmaj7 chord and finally a 
D-7to chord in measures 5 and 6. ' y 


rred to as “rhythm changes.” Note the chromatically descending major 
chromatically descending bottom voices under a sustaining lead voice 
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Song Example - #7 

The following is another "standard” tune. Note the top two voices moving in contrary chromatic motion in measures 
6 and , ol section A. In the D section the min7b 5 voicings are repeated a minor third up for the dominant chords. 

so note in this section the lead voice ascends while the chord roots descend. Note the tonic diminished substitutes 
lor the ending Bbmaj 7 chord. Finally, note the top voice over the last two bars forms a B\> Blues scale. 

E-7t>5 A 7 C-7 F7_ 
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Et>maj7(9/6) Eb6(9) 

a!? 7 

Ab 7( 1 3/# 1 1/ 9) Ab 9 



| 


By/Gy 


\h& 

Pm tj£2. 

^ Pm 

' 1 

— ! — ' | 

1 

VjSL ' w 

4 — — n 





$ 


G+7 _ 

G+7(#9.) p 
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t 

eSl _sO 3^ 

=* F — 


, : 

U4 : — 

AS 

£ 

f 

a- +- — — 

C-7t>5 F7 B 

C-7b5Cll/9)C-7bS F+7(#9) F+7(b9) I 

Bb/Gb Db/A , A 

L ^ 3 

k"f- — P -fe- Ji S H£~ 

>bmai7 

lb (maj7)Bb '7(bl3) 

J Bb F#/G 

1 

F+7(#9} Bb6{9) 

Amaj7£5 

« 

— rr : - Q 

^7 ■ ^ 


rf* ' ^ ^ . E*. .. ., 

£ F;" -■■ - J-K 

n* 

A „ ! 

--- - 1 1 


7 ' ■ 


<-* ZA E ■; 


P ine 


Song Example - #8 

™di!ion eXamPle iS an ° ther 2i ™ 1 COm P° sltIon ' The melod y ^11 also be played with the following harmonized 
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‘THIRD ANNIVERSARY” © 1974 Bret Willmott 
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Chapter Twenty-Nine. 

Rhythm 

All the voicings and harmonic knowledge presented in this text would be wasted without the same attention given 
to rhythm. I think most musicians would prefer few and/or simple voicings with a rhythmic “groove” accompanying 
a soloist or melody than many complicated voicings with no rhythmic sense. Although this text will not undertake 
the many rhythmic styles, tempos, time-signatures, and concepts needed to use with these voicings, I still feel the 
need to stress their importance and deserving attention. Most of the voicings in this text were displayed with little 
or no rhythm. A few simple rhythmic ideas or suggestions will be presented here that could enhance those existing 
exercises or songs. 

By the addition of quarter or eighth note anticipations and delays, an exercise or song becomes more rhythmically 
active. The following are just some of the possible anticipation and delay combinations over two measures of half 
notes in 4/4. 
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A couple of concepts unique to the guitar could also be used to enhance the voicings presented in this text. The first 
involves sliding into or away from a voicing chromatically. This is usually accomplished rhythmically with as little 
as a grace note and otten with eighth or quarter notes. This concept enhances both the “sound” of the voicing as well 
as emphasizing its rhythmic placement. The second concept is a percussive technique achieved by muting the strings 
and strumming different rhythms after a voicing is sounded. These techniques are more or less anpiicabie depending 
on the specific styles of music. 
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Another very important concept for comping in today's jazz or pop idioms is silence. What von don’t play is often 
the best thing to play. An interesting and valuable exercise would be to omit certain voicings in the exercises and 
songs presented in this book. In those exercises or songs harmonizing the half-note in 4/4, try first omittin g the second 
chord m each measure; (beats 3 and 4). This retains the strongest chord sound of the measure. Next try omittins the 
first chord of each measure: (beats 1 and 21. This retains the weakest chord sound of the measure. Finally try different 
chord omission combinations: like alternating between two half-note voicings and two half-note rests, or two half- 
note voicings and one half-note rest, etc. Also remember to add different rhythms to these chord omission exercises 
Omitting voicings actually increases the different rhythmic possibilities and allows for more rhythmic creativity 
Also note how voice-leading is broken by the omission of different chords. At first this might appear to be a problem, 
but the missing lines can often be ''heard’ through the silence. As many jazz artists are aware, it' s what you hear while 

your not playing that is important. The following examples will display and surest various chord omissions to 
existing exercises. 

The following is another example of the half-note being harmonized. Note the use of symmetrical and modal chord 
patterns as well as chromatic and/or dominant approach voicings. 
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Bv removing various voicings and applying different rhythms to the above example, an interesting “comoum” 
rendition or tms chord progression can be produced, 

in the following example, the first four measures of the above example have the second voicing in each bar removed 
1 ne next lour measures have removed the first voicing in each bar. The next six bars remove every third voicm - whi le 
the final three bars remain the same with only some rhythmic variation. 
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Note that several chromatic approach voicings have been added to the above example. 


As mentioned earlier, different voicing omissions and rhythmic interpretations should be developed and applied to 
each exercise and musical example presented in this text. In the following example, try superimposing the displayed 
four-bar chord omission pattern over the first II - V blues example introduced at the end of the Tension 9 chapter. 


Four-bar chord omission pattern; 
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Now try using the following rhythmic interpretation of the above omission pattern over the II - V biues example. 
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Different string combinations and voicing sizes which are discussed in the following Conclusion chapter will only 
enhance these rhythmic concepts. 

In most comping situations it is common to attack all four notes at the same time. The following exercises will 
explore attacking differe nt string combinations at different times. This produces some interesting sounds as well as 
isolating different voice-leading situations between various string sets. It will enhance awareness of individual 
guide-lines as well as two and three note voicings. These different combinations also produce many unique and 
beneficial ways of physically preparing chord changes. 


Any one of the following combinations could be used to alternate between two different string sets. Additional 
combinations are possible. Strings will again be notated as bold numbers in parenthesis. 

I ) Alternating between one voice and three voices; 


(2) and (3) 

(3) and (2) 

(4) and (2) 

(5) and (2) 


(4) 
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(3) 

(3) 
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Alternating between different two-note voicings 
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(2) and (4) 

(2) and (3) 

(2) and (3) 
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(4) (5} 

(5) (4) 



Alternating between four-note 

voicings and one voice: 


(2) and (2) 

(2) and (3 ) 

(2) and (4) 

(2 ) and (5) 


(3) 

( 3 ) 

(3) 

( 3 ) 


( 4 ) 

( 4 ) 

(4) 

( 4 ) 


(S) 

( 5 ) 

( 5 ) 

( 5 ) 



After establishing a two-bar rhythm pattern, chose one of the above combinations and alternate its string sets on every' 
other attack of the rhythm pattern. The following rhythm pattern will use the above alternating string combination 
of (5) and (2) (3) (4); 



Now app.y the above rhythm pattern— string combination to any ot the previous examples or songs in this text. Some 
of the combinations might be easier with fingers in place of. (or with), a single pick. 

The following chora progression will be used to demonstrate some of these concepts: 
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Addition of the above rhythm pattern-string combination to this progression; 
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“Legato” version; 
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Also ti y mixing two or rnoie of the combinations as well as reversing some of the given ones* The following example 
will use the (2) and (3)(4)(5) combination on the first two bars while reversing the combination { (3)(4)(5) and (2)} 
on the last two bars; 




The following uses the (2)(3) and (4)(5) combination on the first two bars while 
and (2)(3) on the last two bars; 


using the reverse combination (4)(5) 




Chapter Thirty. 

Conclusion 


As stated n, the Introduction, the intent of this text was to establish a simple and direct approach or system to chord 
cuvsti net ion voice -leading, enharmonic realization, and supportive theory that would enable students to exercise 
and expand their knowledge and begm a process for future discoveries. The initial introduction of drop 2 type 
voicings with tension additions is a simple formula for many complicated voiemgs. By limiting those voicing to 
le mi c le four stnngs, imi£ information on voice-leading, enharmonic substitutions, fingering possibilities°and 
^ leoiy could be presented. The enharmonic realization process was established as a means to the eventual discovery 
vv voicings winch could u timalely be perceived as groups of specific intervals with twelve potential roots 
These concepts can also be applied to various string sets and voicing sizes. The following comments will surest 
some approaches to the various string sets and voicing types on the guitar. ° 

Continuation of four-note voicing research on the middle four strings should include a thorough examination of 
ag enth-width voicings and applicable voicings containing an “octave-doubling.” Equally important arc the three- 
nom voicings available to the middle four strings, as well as later examination of additional three-^ 
combinations Pei haps the hvo three-string combinations that contain the same width as the four-string voicing 
presented, [(2)(3)(n)J and l(2)(4)(5)J, would be a logical starting point since they voice-lead well when mixed with 
the four-note voicings used in this text. Certainly one advantage that many three-note structures have over four-note 
voicings is then physical ease in fingerings. This might be an important consideration when music containing many 
chords is played at a fast tempo, 01 ten just those four-note structures that produce difficult fingerings can be 
substituted by three-note voicings. The following example will illustrate this. 

1) Passage using four-note drop 2 type voicings; 


m#9) 

cj-©- 


E- 7(9) 



A7(#5) 
-W 


2) Above passage with some single voices removed to produce easier fingered three-note 


voicings; 



Note two of the above three-note structures are missing "guide-tones” while the other two omit a root or a fifth 
1 hiee-note voicings often produce “incomplete” structures, but as mentioned earlier in this text, certain tensions and 
predictable chord progressions can dictate the missing guide-tones. Also mentioned earlier, some of the best 
sounding voicings are in fact incomplete. Moreover, if (wo or more voicings are used on one chord, the miide- 
tones might he staled in one voicing while the other voicings remain incomplete. ■ ■' 

The ambiguous nature ol many three- note structures increases the amount of enharmonic chordal uses available 
to any one structure. The following will attempt to illustrate this; 
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(E phrygian) 


2d 6 



An interesting exercise might be to take a nicely voice-lead four-note voicing example and remove various single 
strings to produce different three-note voicings. The following will serve as the four-note voicing example; 


D-7(9) G709 /#5) C6<9) Eb7(9) D9sus4 Dt>9(no3) Creaj7(9) 
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Using above example, 


1) Play top three voices only. 

2) Play bottom three voices only. 

3) Pi ay top two voices and bottom voice only. 

4) Piav bottom two voices and top voice only. 


5) Alternating different three-note structures. As an example, alternate the following string sets on the above 


example; [(2)(3)(5)] and [(2){4)(5)]; 
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Additional three-string combinations using the high and low “E” strings, (1) and (6), should also be examined, 
keeping in mind their limited use in a “comping" or band situation. 

The above four-note voicing example can also be used to illustrate an “octave doubling" within a four-note structure. 
Prepare the above example by doubling the lead note down an octave on the 4th string; 


D-7(9) G7{?9/ $5) C(add9i E?9 D9 D?9 Cmaj7(9j 
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Now prepare the same example doubling tne oa.-s note up an octave on the 3rd siring 
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Physical consideration rnisht 

dictate the use 

of 8vh doubting on 

the first three 

: chords and 

y; doubling on the las 

three chords w 

ith the Eb9 chord containing 

no doubling since i 

l is difficult with either one; 
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I be next phase of harmonic study on the guitar should undertake, the various string combinations available to this 
instrument. While three and four string combinations are the most common in a majority of comping situations, two 

and live string combinations are also worth examination. While five and six string voicings are probablv most 

common to “solo" auitar. these structures micht also be available over a “ballad" in a band situation. 
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Perhaps the first logical step in exploring different string combinations would be to transpose the voicings examined 
on the middle four strings to the top lour strings. In fact, a majority of the drop 2 type voicings are physically more 
accessible on the top four strings while some of the non -drop 2 type voicings might nrove more difficult. Keep in 
mind, the higher register of these voicings on the top four strings might at times produce conflicts with a meiodv 
or soloist competing for the upper range. On the other hand, the top four strings are excellent for “chord soloing 77 
and “chord melody 1 ' applications. 

The following example will alternate between the middle (M) and top (T) four string voicings; 
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Note the physical advantages in alternating string sets as opposed to placing all voicings on the middle rour strings. 
Also of interest is the melodic “pattern’ 7 over the entire exercise. 

This last example will mix middle and top four string voicings with three note voicings. (1) will denote the lop voice 
being placed on the 1 st string while (2) denotes the 2nd string as the top voice; 



Note the physical “shape s’ : are the same on the last two voicing. 

Colorful and sensitive comping is rrociuceci oy the use of different string sets and various voicing sizes aions with 
a variety of rhythms and space (rests). Have fun on your next comping trip! 
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